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Production Chief Jim Rose (left) and George J. Stoetzel, A.S.C., Director of Photog- 
raphy, go over details of shooting schedule. Mr. Stoetzel, with over 27 years’ experience 
in photography here and in Europe, says, “I’ve used all types of film and feel Du Pont 


is far superior.” 


“For TV film with that live. 


Rex Marshall prepares to give filmed TV commercial. 


Du Pont “Superior” 2, with delicate tonal register and 
wide latitude, will present the sponsor’s product at its best. 





Discussing technical aspects of Du Pont Motion Picture 
Film are Jim Rose, Joe Dougherty. Du Pont Technical 
Representative, George Stoetzel and Assistant Camera- 


man George Kamsler. 


3-dimensional look 


we use Du Pont ‘Superior’ 2!" 


says JIM ROSE, Production Chief, Vidicam Pictures Corporation, New York City 


“Thousands of dollars are involved in 
making a one-minute TV commercial, and 
we have to be sure the motion picture film 
we use will do the best job. That’s why 
Du Pont ‘Superior’ 2 is our choice for all 
black and white footage here at Vidicam,” 
says Production Chief Jim Rose. 

“After viewing some rush jobs we com- 
pleted recently, I was convinced that 
‘Superior’ 2 provides the finest quality, 
depth and roundness I have ever seen in 
television reproduction! 

“Our work is mainly TV commercials, 
although we shoot sales and industrial 
films,” continues Mr. Rose. “We do a great 
deal of appliance photography, in which 
most items are dead white. Flesh tones of 
a model would go dark if the film didn’t 


register middle tones accurately . . . an- 
other instance where Du Pont ‘Superior’ 2 
turns out an exceptional job.” 

George Stoetzel, A.S.C., veteran Direc- 
tor of Photography, adds, “I know I can 
always count on ‘Superior’ 2 to capture 
those vital middle tones that I need in 
every commercial.” Mr. Stoetzel contin- 
ues, “ ‘Superior’ 2 provides excellent gra- 
dation together with good speed. This lets 
us use a variety of lighting arrangements 
without danger of overexposure.” 

Take advantage of the many fine qual- 
ities of Du Pont Type 926 “Superior” 2 
Motion Picture Film in your own work! 
It’s an all-purpose film for both exterior 
and interior shooting, combining good 
speed, wide latitude and fine grain. 


FOR MORE INFORMATION, write or call the 
nearest Du Pont District Office (listed be- 
low) or the Du Pont Company, Photo 
Products Department, Wilmington %, 
Delaware. In Canada: Du Pont Company 
of Canada Limited, Toronto. 


DISTRICT OFFICES 
ATLANTA 5, GA..............-.---805 Peachtree Bldg. 
BOSTON 10, MASS cat cic eoeenen 140 Federal Street 
CHICAGO 30, ILL........ 4560 Touhy Ave., Lincolnwood 
CLEVELAND 14, 0 .1033 Union Commerce Bidg 
DALLAS 7, TEXAS.... ....1628 Oak Lawn Ave. 
LOS ANGELES 38, CALIF ..7051 Santa Monica Blvd. 
NEW YORK 11, N. Y oulen . .248 West 18th Street 
PHILADELPHIA 2, PA........ ....225 South 15th Street 


REG U.S. Pat OFF 


BETTER THINGS FOR BETTER LIVING 
. « « THROUGH CHEMISTRT 


DUPONT MOTION PICTURE FILM 
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They've been standing on their heads, 
trying to copy PROFESSIONAL JUNIOR 


Tripod—but nobody can get around our 







exclusive patented features. 







ra- 


Features which make PROFESSIONAL 















JUNIOR tops in the motion picture, fig 
f 3 

TV and commercial film world. First i is 

choice of professional cameramen. / 


First choice of our Armed Forces. 


Is your work ‘‘dragging” for want 
of an outstanding tripod? Get 
PROFESSIONAL JUNIOR— 


the | the price hasn't changed in 





noto | 15 years. Get it today. 





















: 
Bldg. 
~- 
Bidg. . . . 
= | Professional Junior aatis canes Adjustable wood 
treet 
te GEARED HEAD aie 
i —for friction and geared Heads. 







interchangeable with Has substantial shoe and spur. 


Friction Head on Measures from floor to flange 25” extended— 








same tripod. 17” collapsed. 


FRANK C ZUCKER 


GAMERA CQuIPMENT ©. 


Dept. A-12-2 ® 1600 Broadway ® New York City 
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CONSOLIDATED 
FILM INDUSTRIES 


Hollywood: 
959 Seward St., HOllywood 9-1441 
New York: 
521 West 57th St., JUdson 6-1700 
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PRE-PRODUCTION TESTING — Grace Kelly poses for wardrobe and 
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“Photographing Pre-Production Tests” begins on page 24 of this issue. 
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Multiple Mitchell Cameras on Mobile Turret at U. S. Noval Air Missile Test Center, Point Mugu, Calif. Seventeen 35mm and five 16mm Mitchells are used here. 


CAMERA BECOMES BASIC RESEARCH TOOL 


Official U. S. Army Photograph 





200 Mitchell 


Cameras, 
models, ore in use here at White Sands Prov- 
ing Ground, New Mexico. 


mostly high-speed 


Mitchell Telephoto Tracking Camera in use 
at Air Force Missile Test Center, Cape Cana- 
veral, Florida 









Official U. S. Air Force Photograph 


Official U. S. Air Force Photograph 


Official U. S. Navy Photograph 


Powered Tracking Mount hos Mitchel! Cam 
eras; over 50 Mitchells are used at U.S. Naval 
Ordnance Test Station, Inyokern, Calif. 


One of 12 Mitchell cameras used to track 
missiles at Holloman Air Development Center, 
Alamogordo, New Mexico 















Vital Projects Now Heavy Users of Motion Picture 
Cameras With Flexible Performance Range 


Accelerated project work has today put increased 
demands upon motion picture equipment. Because of 
the need for a camera which can perform under a 
broad range of research and development require- 
ments, the Mitchell Camera has today become the 
standard basic motion picture camera used in proj- 
ects in this country and abroad. 

No other single camera can be used so flexibly, 
under such extreme filming conditions, and for such 
a broad range of cinematography as can a Mitchell 
Camera. In one location, alone, 200 Mitchell 35mm 
and 16mm cameras are now in use at White Sands 
Proving Ground. 

Write today on your letterhead for information 
on the Mitchell Camera line. 


CORPORATION 


666 WEST HARVARD STREET 
GLENDALE 4,CALIFORNIA 


Cable Address: ‘‘MITCAMCO” 
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956 NO. SEWARD ST. 
HOLLYWOOD 38 
CALIFORNIA 
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precision film editing equipment 





HOLLYWOOD FILM COMPANY 


split reels film racks editing table 














swivel base tightwind film storage cabinet 
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FROM @J- G. Mic Alister 


AN ECONOMICAL 
FACTORY- DIRECT 
BUY OR RENT PLAN 


SAVE MONEY... order direct from manufacturer 
SAVE TIME... order from one source 
SAVE WORRY... fast, accurate shipment 


Send coupon today for colorful, free catalog- 
brochure “ New Dimensions in Controlled 
Studio Lighting” and complete information 
on the J.G. McAlister factory-direct, 

“Buy or Rent Plan”! 





eee Te 


, 1. G. McAlister, Inc. 
the newest 1117 No. McCadden Place 


most advanced ; Hollywood 38, Calif. 


° ° ° Gentlemen: 
lighting equipment Please send me free catalog-brochure, “New 
B Dimensions in Controlled Studio Lighting” and 
is made by facts on -the economical, factory-direct plan. No 
3 obligation on my part. 
NAME TITLE. 
COMPANY. 
} ADDRESS 
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AURICON CINE VOICE 
CONVERSION SERVICE 









ANNOUNCES 


400 FOOT CONVERSION 


ideal for Newsreel Work 





SIND wctidinsiemnmnins $325.00 
Footage Counter ... 50.00 
400° Magazine . 150.00 
fe ...$525.00 
1200 

FOOT 

CONVERSION 

Ideal for 

studio work 

and kine 

recording 

Modification ....$335.00 
Footage Counter . 50.00 
External take-up Motor -....... 125.00 
1200’ Magazine . ey 
IE), III aaciesstiicssscicabbionnieilea $760.00 


Kine Recording Shutter $95.00 





Delivery 10 working days in our shop. All 
prices F.O.B. New York. Send check or 
money order with order or deposit of 25% 
and modified equipment will be shipped 
COD for balance. All work fully guaranteed 


in writing. 








SENSATIONAL 

NEW SYNCTRON MODEL 250 
CINE LIGHT 

@ LIGHTEST, most compact, completely por- 


table newsree! light on the market. 
POWER SOURCE—revolutionary new lifetime 
rechargeable DYNASEAL nickel-cadmium 
battery, unconditionally guaranteed for 5 yrs. 
Built-in automatic 4 hour battery charger. 
Write for free litercture. 





TELEVISION Spectaltty COMPANY 1c 





| 350 WEST Sist STREET WEWYORKI, MY. LOngocre4-2334 
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New Model-70 Camera 

Greater operating convenience and 
improved styling are features of Bell & 
Howell Company’s latest addition to its 


| series of 16mm model 70 cameras. 


Called the 70-DR, new camera fea- 
tures coupled view finder and lens tur- 
ret. When rotating lens turret, each cor- 
responding viewfinder objective is quick- 
ly and automatically positioned, thus 


| eliminating the possibility of a user for- 


getting to rotate the finder when chang- 


| ing lenses. 


| 
| 


Camera retains all features of its 
predecessor, the 70-DL, including 7 
camera speeds, 22-ft. film run, three- 
lens turret, 100-ft. film capacity, for- 


| ward-reverse hand crank, positive finder 





system, and lenses ranging from 10mm 
to 6-inches in focal length. Prices range 
from $361.50 to $508.05, depending 
upon lenses selected. 





Dual Reader, Magnetic Model 


The Camera Mart, Inc., announces 
a magnetic dual reader having a mag- 
netic playback head that is adjustable 


e January, 1956 


to track position on l6mm, 1714mm 
and 35mm film, as well as 16mm and 
35mm Magnastripe film. Unit may be 
used with any 16mm or 35mm silent 
film viewer to match picture with single 
or double system sound. With new 
model, it is possible to check a 35mm 
composite picture having optical sound 
against a second magnetic track. When 
films have both magnetic and optical 
tracks, the Dual Reader will check one 
against the other. Complete with ampli- 
fier and base, list price of magnetic 
model is $185.00. Combination optical- 
magnetic model is priced at $295.00. 





Camera Gear Head 

S.0.S. Cinema Supply Corp., 602 
West 52nd St., New York, N.Y., intro- 
duces this month the Worral Geared 
Camera head for Mitchell and cameras 
of similar size and design. Head fea- 
tures a two-speed dual track, pan or 
hi-speed tilt, an adjustable tie-down 
screw for balance, and over-size hand- 
wheel controls. Pan and tilt gears may 
be disengaged so head “floats” friction 


free on balls or rollers. Unit fits any | 


tripod, dolly, boom or crane, weighs 
approximately 80 pounds, and is priced 
at $1350.00. 

Fotofade Now in Tubes 


The Kalart Company announces that 
Craig Fotofade, the chemical dye used 


for making fades on film after photog: | 


raphy, is now available in handy tubes. 
Fades are made by dipping black-and- 
white or color film frame by frame 
into solution prepared from Fotofade; 
professional-looking fades are simply 
and quickly achieved. 

One tube of Fotofades will make 8 

(Continued on Page 18) 
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— 
ALL AURICON EQUIPMENT IS SOLD WITH 
A 30 DAY MONEY-BACK GUARANTEE. 
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CINE-VOICE’’ 16 mm Optical Sound-On-Film Camera. ‘‘AURICON PRO-600''16mm Optical Sound-On-Film Camera. 


+ 100 ft. film capacity for 2% minutes of + 600 ft. film capacity for 164% minutes of 
recording; 6-Volt DC Convertor or 115-Volt AC recording. * $1497.00 (and up) with 30 day 
operation. * $695.00 (and up). money-back guarantee. 
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“SUPER 1200'' 16 mm Optical Sound-On-Film Camera. 
* 1200 ft. film capacity for 33 minutes of 
recording. + $4652.15 (and up) complete for 
“High-Fidelity” Talking Pictures. 
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SOUND RECORDER —Model RM-30...1200 foot film PORTABLE POWER SUPPLY UNIT— Model PS-21...Silent 

capacity, synchronous motor for “double-system” in operation, furnishes 115-Volt AC power to drive 

16mm Optical Sound-On-Film operation. “Single System” or “Double System” Auricon 

* $3359.00 (and up) Equipment from 12 Volt Storage Battery, for 
remote “location” filming. + $269.50 


Strictly for Profit 
CHOOSE AURICON 


If it’s profit you’re after in the production of 
16 mm Sound-On-Film Talking Pictures, Auricon 
Cameras provide ideal working tools for shooting 
profitable Television Newsreels, film commercials, 
inserts, and local candid-camera programming. 
Now you can get Lip-Synchronized Sound WITH 
your picture at NO additional film cost with 
Auricon 16 mm “Optical” Sound-On-Film Cameras. 
Precision designed and built to “take it.” Strictly 
for Profit— Choose Auricon! 




















TRIPOD 


Pan-Tilt Head Professional Tripod for 
velvet-smooth action. Perfectly counter-balanced 6902 ROMAINE STREET, HOLLYWOOD 38, CALIF. 


Models FT-10 and FT-10S12... 


to prevent Camera “dumping.” + $325.00 (and up). 
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DUAL PHONO-TURNTABLE— Model DPT-10.. Takes up 


to 16 inch discs with individual Volume Controls 
for re-recording music and sound effects to 16mm 
Sound-On-Film. + $161.15 





Auricon Equipment is sold with a 
30-day money-back guarantee 
You must be satisfied 
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Please send me free Auricon Catalog 


Name 





(Please write your address in margin) 
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PAST PRESIDENTS of American Society 
of Cinematographers were presented 
commemorative plaques at the December 
meeting of the Society. Standing from 
left to right are: Leon Shamroy, Ray 
Rennahan, Victor Milner, Charles Clarke, 
and Hal Mohr. Seated: Dan B. Clark, 
John Boyle, A.S.C. president Arthur Mil- 
ler, Arthur Edeson and John Arnold. 


COMMEMORATIVE plaques are adorned 
with miniature gavel, replica of mem- 
ber's Gold Card, and plate bearing in- 
scription of identity of past president. 


GEORGE BURNS proudly displays Award 
of Merit presented McCadden Productions 
by the A.S.C. for excellence of photog- 
raphy of the Carnation commercials. At 
left is Phil Tannura who films “Burns and 
Allen" show. Arthur Miller (right) made 
presentation. 


The American Society of Cinematog- 
raphers last month presented McCadden 
Productions with its award of Merit for 
“outstanding photographic quality and 
excellence of star endorsement” in_ its 
Carnation Milk commercials for the 
“Burns and Allen Show.” Arthur Miller, 
president of the A.S.C., presented the 
award to George Burns and Phil Tan- 
nura, the show’s director of photog- 
raphy, on the Burns & Allen set at Gen- 
eral Service Studio in Hollywood. 
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“Commercials only sell when they are 
believable and honest, and have the true 
quality of being part of the program it. 
self,” Arthur Mille er pointed out in mak. 
ing the presentation. 


Sam Leavitt, A.S.C., has been signed by 
Naciena Productions to direct the pho- 
tography of “Count The Dead.” Produc. 
tion rolls at California Studio January 
Oth. 

e . * 
J. Burgi Contner, A.S.C., director of 
photography for Guild Films, New York 
City, is currently shooting a series of 
39 “The Goldbergs” half-hour TV shows. 
Alternately, he photographs the “I Spy” 
series of half-hour mystery TV dramas 
starring Raymond Massey. 

* o * 
Boris Kaufman, A.S.C., last year’s 
“Oscar” winner for best B&W photog. 
raphy (“Waterfront”) is currently on 
location in Mississippi, directing the 
photography of “Baby Doll,” Tennessee 
Williams story being directed by Elia 
Kazan. 

* o * 
Ray Foster, A.S.C., is shooting a new 
TV film series with Stuart Hamblin 
titled “Birth of a Song” at Goldwyn 
Studios in Hollywood. 


Charles Rosher, A.S.C., wound up his 


(Continued on Page 12) 
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need location 
lighting... fast? 


Call on Jack Frost, one of the 
nation’s largest suppliers of 
temporary lighting facilities. 


Wherever you are, whatever your 
lighting needs, you can depend on 
Jack Frost's expert handling and com- 
plete range of equipment, from a 
100 watt inkie to 225 amp arc with 
mobile power plants. In the studio 
too, we can supplement your present 
equipment to meet any situation, any- 
where. We've been doing it for years 
for many of the top shows. 


Our service includes complete installa- 
tion and removal at one low cost. 


free estimates 








Write or wire for a free estimate and 
a Free Catalog of Equipment. 








JACK A. FROST 


Dept. AMCI 


234 Piquette Ave., Detroit 2, Michigan 
425 Burnamthorpe Road, Toronto 18, Ontario 
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is our business 
Sir 
personalized 
Service ‘ 
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ROUND -THE- CLOCK SERVICES 








Negative Developing 
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First Print Department 


Ultra Violet and 
Flash Patch Printing 


16mm and 35mm 
Release Printing 


Kodachrome Printing 








WAQNIEL RE | 


MOVIELAB 


63 Editing Rooms 


SPECIAL TV SERVICES 
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Now 
Celebrating 
Our 25th 
Anniversary 


FILM LABORATORIES, INC. 


619 West 54th Street, New York 19, N. Y. JUdson 6-0360 
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(Continued from Page 10) 


globetrotting last month and _ together 
with Mrs. Rosher returned to his estate 
in Jamaica. While in South Africa, the 
Roshers were guests of several of the 
amateur cine clubs and participated in 
judging their film contests. Rosher js 
slated to visit Hollywood next month. 
* = 

Wilton R. Holm, a member of Du Pont’s 
photographic products research depart- 
ment and an Associate Member of the 
A.S.C., last month was made secretary of 
the Society of Motion Picture and Tele. 
vision Engineers. He will serve out un- 
expired term of former secretary Ed. 
ward S. Seeley of Altec Lansing, Holly. 
wood. Holm, whose hobby once was 
writing screenplays, has written a num- 
ber of technical articles for American 


Cinematographer. 
° e 


Lionel Lindon, A.S.C., is directing the 
photography of Michael Todd’s “Around 





FAMOUS bug-eye lenses of the Todd-AO 
cameras stand ready to catch anything 
and everything in bullfight arena in 
Spain for Michael Todd's “Around The 
World in 80 Days,” being photographed 
by Lionel Lindon, A.S.C. 


| the World in 80 Days” in Todd-AO. Pic- 
| ture features David Niven, Cantinflas, 
| Shirley MacLaine and Robert Newton, 


and is the second motion picture to be 


| filmed in the Todd-AO process—the first 
Two Todd § 
| AO cameras are being used in filming 
| all location shots. 


picture being “Oklahoma.” 


| National Board of Review of Motion J 
Pictures, Inc.. which has functioned for | 


a number of years as a film guide post 
in New York, recently published its se- 
lection of the year’s “best films, best per- 


formances,” etc., and also bestowed spe | 
| cial commendation on “Strategic Ait 
| Command” for aerial photography— 
| which incidentally, was done by Tom 


Tutwiler, A.S.C. 
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COLLAPSIBLE 
3-WHEEL DOLLY 


For motion picture and 
TV cameras. Sturdy 
cast aluminum. For 
standard or baby tri- 
pods. Additional baby 
tripod point holders 
to control spread of 
tripod legs. Adjust- 
able spring seat. Ex- 
tra wide rubber wheels. 
Bronze tie down clamps 
and other features. 


‘HYDROLLY’ 


TV OR 
CAMERA DOLLY 


The advanced dolly for 
instant moveability — 
streamlined,  light- 
weight, exceptionally 
sturdy. Nothing to get 
out of order. Many new 
advantages for easy 
operation. Hydraulic 
lift type for fast up- 
ward and downward 
motion of TV and mo- 
tion picture cameras. 


J)EDICATED TO BETTER PERFORMANCE 














Swivel seat. Adjustable leveling head. 
Seat for assistant. In-line wheels for 
track use. Steering wheel, rigid floor 
locks. Hand pump or combination hand 
and motor pump. Easily transported in a 
station wagon. Fits through a 28” door. 


For studio or location. Folds 
into one compact unit. Can be 
used with professional or 
semi-professional tripods. 
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SALES REDAIS= SERVICE 


























SYNCHROMASTER 
SYNCHRONIZER 


Our Exclusive Distributor 


Any combination of 
16mm and/or 35mm 
sprockets assembled 
to specification. Cast 
aluminum. Foot linear 
type, adjustable frame 
dial. Fast finger rol- 
ler release. Contact 
rollers adjusted indi- 
vidually for positive as. 
film contact. Sprocket 
shaft slip lock, foot- 
age counter, etc. 


Glorfray Groverlite iso 
SENIOR & JUNIOR KITS 


“A STUDIO IN A SUITCASE” 


LENS COATING 
"T" STOD CALIBRATION = 
DESIGNING and MANUFACTURING 


A. camera 


1Smm, TV 


‘quipt 
cameras 


ms mounts 


for lémm 


BAUSCH & LOMB =BALTAR” 
LENSES and others 


TV camer- 
fecal length 


ColorTran re- 

places heavy 

and expens- 

ive equip- 

ment...gives 

you illumina- 

tion up to 

5000w. from © . ‘Sar 2 

an ordinary 20 amp. house current. Equipped with 
barndoors, diffuser slots for silks, snoots and other 
accessories. Ideal for studio or location shots. 


for motion picture, 


i5mm to 40” 


= COMPLETE LINE of 16mm, 35mm 
cameras, dollies, synchronizers, 
animation equipment, cutting room 
and time lapse: equipment. 


























BELL 4 HOWELL: Standard, Eye 
mos, Filmes. MITCHELL: Standard 
Hi-speed, BNC, NC, 15mm 


OR CATALOGUE 


F  VARIABLE- 
SP SPEED MOTOR 
with TACHOMETER 


for Cine Special or Maurer Cameras 


SEND_F 


PORTABLE 
MICROPHONE BOOM 


For Studio or on Location. Light- 

weight — collapsible — for TV and 

motion picture production. Sturdy 

construction. Boom telescopes 7 to 

17 ft. Rear handle for directional 

mike control. A remote control per- 

mits 360° rotation of the microphone. 

‘ Operator can push the boom and oper- 

ate microphone swivel simultaneously. Extension rods make it 

Simple to operate microphone rotation from floor. Microphone 

cable hangs outside of boom, preventing cable from tangling 

— the rotation mechanism. Ball bearing casters, rigid foot 
ocks, pneumatic drop check for lowering the boom, etc. 


NATIONAL CINE EQUIPMENT, Inc. 


115 V. Universal Motor — AC-DC 
Separate Base for Cine Special. 
Variable Speed 8-64 frames. 
Adapter fer Maurer Camera. 


INTERCHANGEABLE MOTORS: 12 
volt DC Variable Speed 8-64 frames. 
115 Volt AC 60 Cycles, Synchron- 
ous Motor, Single Phase. 


ANIMATION MOTORS: Cine Spe- 
cial, Maurer, Mitchell, B & H Motors, 
for Bolex and Filmo Cameras. 














JOHN CLEMENS ERWIN HARWOOD 


209 W.48th ST. NEW YORK 36, N.Y.—Clrcle 6-034& 





ONE CAMERA 


16mm or 35mm 
in 10 SECONDS! 


Camerette «-: 


Reflex Motion Picture Camera 


The perfect camera for the motion picture film 
moker working in both 16mm or 35mm color 
er black and white. 


LOOK AT THESE ADVANTAGES— 


@ The same lenses, same motor drives, same 
sound blimp and accessory equipment used 
for both 16mm or 35mm — to convert simply 
change the magazine. 


@ Precise rugged movement 

@ Reflex viewing 

@ 200 degree adjustable shutter 
@ Divergent three lens turret 


@ Automatic film gate 400° magazines 16 or 
35mm — the 
modate daylight spools as well as standard 
core load. 


16mm magazine will accom- 


@ Light weight— only 14 pounds with 3 
lenses, 400’ magazine, and 6/8 volt motor. 


Write for brochure 




















Ua merette 


patents coutant-mathot 
Manufactured by Ets. Cine. Eclair, Paris 


Camera Equipment ©. 
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—— of general interest will be 
answered in this column. We re- 
gret that demands on the editor’s time 
will not permit personal replies.—£d. 





Recently | photographed a number 

of scenes in a factory, showing ma- 
chines in operation. The resultant foot- 
age was disappointing. Because the ma- 
chinery was painted dark grey it failed 
to show up well, and the bright metal 
trim produced disturbing glare, bouncing 
light back toward the camera lens. What 
can I do to improve the photography 
of such a setting ?—J.H., Ill 


This is the type of situation that is in- 
variably met by all cameramen and the 
solution comes with experience—by trial 
and error. You could have the ma- 
chinery painted a lighter color, then 


| place lights behind the various machin- 


ery units to create planes of separation. 
The bright metal should be dulled with 
a spray solution now on the market for 
this purpose. Or lacking this, simply 
dab a wad of putty on the bright sur- 
face. With key lighting of around 200, 
and using Tri-X film, a stop of £/5.6 
should get acceptable results. 


In photographing store window dis- 
plays recently with Commercial 


| Kodachrome, I find I picked up my own 
| image reflection which did not seem ap- 


parent when I was shooting. How can this 


be avoided ?—A.G., Colo. 


Use of a Pola Screen before your 
camera lens should remedy the trouble. 


| Be sure to follow directions carefully 


and open up your lens an extra two 
stops beyond what your meter calls for. 


I have a commitment to make a 

l6mm documentary film in color 
that is to be screened in large auditori- 
ums and theatres. I will use two Bolex 
H-16 cameras with the following lenses: 
15mm f/2.7, 25mm f/1.9 and a 63mm 
telephoto f/2.7. All are coated Eastman 
lenses, have produced sharp pictures for 
small home movie screens. I'm wonder- 
ing if this equipment can produce pic- 
tures sharp enough for big screen projec- 
tion.—R.R., Mich. 


Assuming that you are an experi- 
enced photographer and know how to 
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YOUR QUESTIONS 


ANSWERED BY JACKSON J. ROSE, A.S.C. 


get maximum results with the equip- 
ment described, there should be no rea. 
son why your pictures can’t be screened 
in theatres and auditoriums. All lecture 
films exhibited by Burton Holmes jn 
theatres and auditoriums are 16mm and 
are projected with standard 16mm pro- 
jectors. Projecting the original instead 
of a dupe, of course, will insure the 
maximum sharpness and clarity. 


We have been having quite a prob- 

lem with stroboscopic effects in ani- 

mation and live action photography. On 

animation work, when we pull the back- 

ground through in front of the camera— 

east or west—or any subject in the fore- 
ground, we get this stroboscopic effect. 


Recently, when filming live action—a 
revolving turntable with merchandise on 
it—the stroboscopic effect was so bad we 
had to discard the shot. The turntable 
rotated very slowly and the camera was 
located about three feet from front edge 
of turntable, and elevated about 11% feet 
—looking down on the turntable holding 
a display of candy bars.—J.E.W., Tenn. 


Your trouble can be caused by a num- 
ber of things, but mostly it would seem 
that your problem is too many verticals. 
Too many verticals in animation will 
create a pronounced stroboscopic effect. 


The rate of panning movement is an- 
other cause. Even when you think you 
are panning slowly, strobe effects will 
result; so the remedy is to pan still 
slower. In the case of the turntable and 
candy bar setup, if you panned the cam- 
era in the opposite direction from that 
of the turntable rotation, you virtually 
doubled the speed of your panning 
action. 

Sometimes the degree of shutter open- 
ing used will cause strobe effect. This 
can only be corrected by trial and er- 
ror. So make your shots in several 
ways, altering panning speed, reducing 
the verticals, and you're bound to get 
one or more acceptable takes. 





Correction 
The answer to question of 
“PM... Hawaii.” last month, 


should have read “at . . . 24 f.p.s. 
it is 1/46th of a second.”—ED. 
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One Camera... 
One Blimp... 
For Both 16mm and 35mm Cinematography 


* Reflex viewing through taking lens at all times. 
* External Follow-focus control. 
* External iris control. 
* Accommodates 18.5mm through 100mm objectives. 
* Quick-change magazines and lenses; retractable camera carriage. 
* 110-V single-phase and 220-V 3-phase synchronous motors. 
¢ Lightweight magnesium alloy construction. 


* Completely soundproof. 





Available For Immediate Delivery 


BENJAMIN BERG COMPANY 


1410 N. VAN NESS AVE. @ HOLLYWOOD 28, CALIF. @ HOllywood 2-0871 











THIS 

is 

JUST 

THE 
BEGINNING 
OF 

16 MMI! 


Talk was that other film sizes than 16mm could 
do better jobs in the industrial, educational 
and commercial fields. 


Not while there is a film laboratory like 
Precision, bringing 16mm to the peak of 
perfection. In fact, we are demonstrating daily 
that 16mm can do more—and better—things 
in movies than have been done before. 


Precision Film Laboratories developed 

unique equipment to realize the fullest 
potentialities in 16mm, such as the optical track 
printer; timing, fades, dissolves, scene-to-scene 
color corrections, invisible splicing without notching 
originals; direct electric printing and many others. 


No, 16mm is just beginning. Depend on it for 
your next film project and, of course, depend on 
Precision to do exactly the right job in 
bringing life and sparkle to the best of your 
production efforts. 


you'll see Ay? and hear 





FitwwM LCABOCORATORI ABS, INC 
21 West 46th Street, New York 36, New York 


A DIVISION OF J. A. MAURER, INC. 


in everything, there is one best ... in film processing, it's Precision 
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YOUR BEST DEAL 


ON 


The ALL NEW 


AURICON PRO-600 
for J6mm Optical Sannul - On- Fin 


Professional 
Picture Camera with 
Built-in Features 





The One-Stop 


Edit Your Film Sately wit 


EDIOLA 
ACTION 
VIEWER 


SOUND 
READER 















































A low priced professional optical 16mm Action Viewer—projects Big, 
Clear, Aerial Image—roller smooth, left to right—synchronized with 
Precision Sound Readers on Special Base—Write for brochure. 





In combination with Sound reader & Base........ $347.45 ie 
S.0.S. Ediola Action Viewer........................------.- 124.95 sae 
Optical Sound Reader.........................----.------------ 185.00 

49.50 
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IMPROVE YOUR FILM TITLES 
with the TEL- Animaprint 


For motion picture producers, 
animators, special effects 
laboratories, TV stations, 
advertising agencies, etc. 








“Auricon Pro-600" with Lens 
Blimping Hood, Auto Parallax 
Finder with Magazine, Tripod 






















“Auricon Pro-600’" with Single- 
Lens “C” Mount, Tele-Finder 
Objective, View Finder, Magazine 






















The answer to economy in animation! 





*% Self-blimped for completely quiet stu- 













































The first sensibly priced Hot Press . ; 
: . . : dio operation. The whisper-quiet film 
Title Machine for high quality, fast flow of The ‘‘Auricon Pro-600'' is 
lettering. Prints dry from colored foil silent proof of precision design. Your 
t : . . sound-recording microphone never 
or instant use. Acme pegs give per pids up “Pre-660" Camere nolee? 
fect registration on paper or acetate 
cells. Prints all colors. TEL-Animaprint % 600 ft. film Magazines which Auricon- 
we Se ep teielge— Sfenstineee “Yoting-Picture” timing. 
greatest dollar for dollar . ni 
value in the industry! % Synchronous Motor Drive for ‘‘Single- 
System or **Double-System'' Re- 





cording. 







ONLY 


$395 





*% Available at added cost is ‘‘Single- 
System'’ equipment for Optical Sound- 
Track-On-Film, ‘*C-mount’’ _ Lenses, 
Film Magazines, View-Finders, 3-Lens 
Turret, Critical Ground-Glass Focusing, 















Wette fer brochure ‘ Lens Sun-Shades, Tele-Finders, etc. 
TEL-Ani . “Auricon Pro-600" with Critical | ith —_ a 
mime products manv Ground-Glass Focusing, 3-Lens Turret * pn Rg al geting Faun oy gue 





factured and distributed ex- 
clusively by S.O.S. 





PRICES START AT $1165 
Write for free illustrated ““ALL NEW Auricon Pro-600" 


SPECIAL OFFER fo AURICON-PRO OWNERS 


$.0.S. will accept your old camera as a trade-in for 
the “All New Auricon Pro-600"'. Time Payments, Too! 







literature and prices 






Take Advantage of S.0.S.Time-Payment Plan 


Convenient payment terms arranged. You may apply 
your idle or surplus equipment as a trade-in. 









“The Department Store of the Motion Picture Industry” 


9.0.5. CINEMA SUPPLY CORP. 


WESTERN BRANCH: 6331 


602 WEST 52nd ST., NEW YORK 19, N.Y. 
Phone: Plaza 7-0440 Cable: SOSOUND 


28, HOllywood 7-9202 
























Boulevard, Hollywood California — Phone: 





Hollywood 








New 35 mm Model 2A 
With 180° Shutter 


A TRULY GREAT 
CAMERA 


for TV, Newsreel 
and commercial 
films 


For tough and trying assign- 
ments, ARRIFLEX 35 is in a 
class by itself. Reflex focusing 
through photographing lens 
while camera is operating— 
this is just one outstanding 
ARRIFLEX feature. 


Equipped with bright, right- 
side-up image finder, 61 x 
magnification. Solves all par- 
allax problems. 3 lens turret. 
Variable speed motor built 
into handle operates from 
lightweight battery. Tachom- 
eter registering from 0 to 50 
frames per second. Compact, 
lightweight for either tripod 
or hand-held filming. Takes 
200’ or 400’ magazine. Write 
for free folder. 


Blimp now available. 
16mm ARRIFLEX also available. 
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WHAT'S NEW 


(Continued from Page 8) 


ounces of solution and sells for 85 
cents. 





Compound Table 

J. G. Saltzman, Inc., 480 Lexington 
Ave., New York 17, N.Y., announce 
availability of a new Caesar Compound 
Table for animation and special effects 
photography. Improved design enables 
operator to get close to his work with- 
out undue effort. All movements are 
calibrated in .010’. The table can be 
either hand or electrically operated, and 
has a counterbalanced and interchange- 
able platen. Data sheet, prices, etc., may 
be had by writing the company. 








Collapsible Dolly 

Cinekad Engineering Co., 500 West 
52nd St., New York 19, N.Y., announces 
a new collapsible TV dolly designed to 
provide extra convenience when used 
in studio or on location. Special fea- 
tures include unique caster locking sys- 
tem which permits setting two or all 
three of the 5-inch heavy-duty rubber- 
tired wheels in parallel position for 
straight-line dolly shots; screw-clamps 
for securing tripod leg tips to dolly; 
and ability to fold into compact, easy- 
to-carry unit 28” in length. Net weight 
is only 18 lbs. 

For price, write the manufacturer, 
mentioning American Cinematographer. 


| Craig Cement in Larger Bottles 


The Kalart Company announces that 
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Craig Formula-7 Film Cement is now 
available in 8 and 16 ounce bottles, jn 
addition to the original 1-oz. bottles. 
Larger bottles are designed for use by 
cine labs, studio cutting rooms and TY 
film rooms. Price of 8-0z. size is $2.45: 
16-0z. size, $3.50. 





Portable Power Supply 

Filmtronics, Inc., 96 Hunting St, 
New London, Conn., announces a new 
portable power supply for use with the 
Auricon Super 1200, Arriflex 35mm, 
as well as other models of these two 
cameras. It is also recommended for 
powering motor-driven Bolex, Filmo, 
Cine-Special, Wall and Maurer cam- 
eras. 

A feature is the visible non-spillable 
battery cells which have red-ball indi- 
cators to show condition of charge or 
discharge. Unit will hold charge for 120 
days. Power output is 110-volts, 75 
watts intermittently, 60 watts contin- 
uously for 114 hours. DC current out- 
put, 6 volts. List price is $169.50. 





Bolex 8mm Projector 

Paillard Products, Inc., New York, 
announces a new 8mm projector — the 
Bolex M-8 featuring the exclusive 
“Filmguard.” Lamp is 500 watts; lens 
is £/1.5. Other features include direct 
motor drive on takeup. Price is $169.50, 
including Deluxe carrying case. 
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with 
soundproof 
blimp and 
synchronous 
motor .«« 


For little more than the usual rental charges 
for equipment, you can own a complete Arri- 
flex 35 Model IIA sound outfit, including the 
variable speed motor, Synchronous Motor and 
Soundproof Blimp. As a result, more and more 
studios and cameramen are recognizing this 
fact and are buying Arriflex. 


The Arriflex 35 Model IIA offers many 
advantages over other 35mm cine cameras. For 
example, without the Blimp and with battery- 
operated variable-speed motor, the Arriflex is 
an unusually light and easy camera to handle 
— ideal for location shots under the most diffi- 
cult conditions — even for handheld filming. 
With the Soundproof Blimp and Synchronous 
Motor, it becomes the perfect camera for lip- 
synched sound — both in the studio and out. 


The Arriflex 35 IIA features a 180° Mirror 
Reflex Shutter for through-the-lens viewing and 
follow focus. A new type of intermittent mech- 
anism with registration pin action assure abso- 
lutely rock-steady pictures in perfect register. 


Many other improvements have made the 
Model IIA the most desirable camera in the 
field. In fact, every important feature you 
would expect in a camera designed for first 
rate filming has been incorporated in the Arri- 
flex 35 Model IIA. 


Write for complete information to: 


EL.ING photo corporation 
257 FOURTH AVE., NEW YORK 10, N. Y. 
7303 MELROSE AVE., HOLLYWOOD 46, CAL. on 








May cost you less fo own 


than it costs to rent other equipment 


MARIE LEN 33 


ITA 


MODEL 


ARRIFLEX 35 Model llA 
in SOUND-PROOF BLIMP 


Blimp housing is cast magne- 
sium alloy, finished crackle 

jack. Accommodates Camera, 
Synchronous Motor Unit and 
400-foot Magazine. Internal 
walls are lined with corduroy 
velvet over six alternate layers 
of foam plastic and lead. Doors 
are sealed with foam-rubber 
gaskets, and close by means of 
heavy, ‘knee-action’ clamp 
locks. Camera is cushion- 
mounted. 
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ARRIFLEX 35 Model IIA with 
SYNCHRONOUS MOTOR UNIT 


Provides absolutely uniform and con- 
stant speed. Motor is mounted on 
base-plate housing containing gear 
mechanism which connects directly to 
a drive od camera. pe Fh — 
as built-in je counter 

socket. "Safety clutch automatically dis- 
engages motor should film ‘jam’. 
Designed for 115-volt, 60-cycle AC 
operation. 
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Capital skills 
are your fools 
for finer films 


Capital Film Laboratories 

offers to the creative producer 

the finest motion picture laboratory equipment 
plus the priceless ingredient 

the personal attention 


of our select staff of skilled craftsmen. 






PRINTS BY CAPITAL 





CAPITAL 


eV - lel. 7 wae). i] mal. [om 


1905 Fairview Ave., N.E.. Wa silalenco) seam OE On 


Telephone Lawrence 6-4634 
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AMERA EQUIPMENT —, 


Where the Pros go for 
the World’s Finest TV and 
Motion Picture Equipment 





Conversion of 100 ft. 


AURICON CINE VOICE 
to 1200 ft. capacity. 





New SPECTRA 
/ 3-color METER 








s torque motor for magazine takeup. This precision con- 

permits attachment of 400 ft. magazine (11 min. running 
r 1200 ft. magazine (33 min. running time). Also provides for 
tion of Veeder footage counter. We can convert your present 
oice or supply you with unit already converted for use with 
al magazines. Conversion-less magazines $450.00 






Only accurate meter tha 
measures all light sources 
including daylight. Measure 
the proportionate amount: 
of all 3 primary colors in th 
light source, and indicate 
the filters needed for positiv 
color correction. Product o 
Photo Research Corporatio 


With case and strap $305.06¢ 
With Kelvin scale $325.06 














e turret-type Viewfinder with parallax adjustment installed for 
additional charge. 
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3-wheel portable 750-2000-5000 Watt 
OLLAPSIBLE DOLLY CONE LIGHTS 
Py se BALANCED TV Head. Also Most versatile shadowless Adjustable Collapsible 
nkes Professional Junior and most stand- floodlight you can buy. Used 
rd tripods. You can't beat it for light- extensively by film studios. ALUMINUM TRIANGLE 
eight convenience. $300.00 750W-$75. 2000W-$110. Insures rigid positioning of tripod legs. 






Prevents slipping and damage fo floors. 
Model C (illustrated) $32.50 


7-1 Bee 9 ol - OVA Dod ee - 0 ol Model B (less clamps) $26.50 


CG rmera QuiPmen © 
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5000W-$175.00.Less stand. 









7 9-5mm Lenses in 16mm C mount. 18.5mm (extreme wide angle-flat field) 
W lenses available in mounts for all 35 mm Motion Picture Cameras. 
[PHOTO RESEARCH Color Temperature Meters. “Electric Footage Timers 
uNevmade and Hollywood Film Company cutting room equipment. 
Griswold & B.&H. Hot Splicers. *DOLLIES—Bardwell-McAlister, Mole 
Richardson, Century and Colortran Lighting Equipment. 


















Complete line of 16mm and 35mm Cameras 










a complete 
27-ib. sound system! 
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Magnasyne X-400 Recorder 
Producer Net Price a 895.00 
FEATURING... F.0.B. North Hollywood, Calif. 


¢ High gain “long-shot’’ microphone channel. 

¢ Dialog equalization for “speech-music” selection. 

Self-contained playback system for “film-direct’’ monitor. 

¢ Famous Magnasync “Synkinetic’” precision film transport. 

High speed rewind, sync speed reverse and fast forward. 

Convenient arrangement for “sync marking.”’ 

Footage counter, extended capacity arms, ““quick-detach” mount for 
special motors, projector cable interlocks and many other compatible 
accessories to help increase production efficiency. 

¢ Unconditionally guaranteed specifications. 
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send for complete specifications and delivery schedule. 


pe PADERS IN THE DESIGN AND MANUFACTURE OF QUALITY MAGNETIC FILM RECORDING DEVICES 
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BBER 


REPRO 


MW GNASYNC MANUFACTURING CO., Ltd., 5546 Satsuma Ave., North Hollywood 1, Calif. 





DEALERS 


NEW YORK—Camera Equipment Co., 1600 Broadway, SAN FRANCISCO — Brooks Camera Co., 45 Kearney St., 
New York 19. JUdson 6-1420. Cable Address CINEQUIP. San Francisco, Calif. EXbrook 2-7348. 
CHICAGO — Zenith Cinema Service, Inc., 3252 Foster CANADA —Alex L. Clark, Ltd., 3745 Bloor St., Toronto 
Ave., Chicago 25, Ill. IRving 8-2104. 18, Ontario. BElmont 1-3303. 
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NEW F&B PRODUCT 
PIC-SOUND READER 


16mm Optical Sound Reader 
Coupled with 16mm 
Craig viewer 


e Reads 16mm picture and 
sound in perfect sync 


e Used between rewinds 


COMPLETE SET INCLUDES: 


e F&B 16mm optical sound 
reader with built in ampli- 
fier and speaker 


¢ Newest model Craig 16mm 
picture viewer 


¢ All mounted on especially 
designed base for perfect 
sync 


Total Price $459°° 


Sound reader and base only $119.50 


ADVANCE ORDERS WILL BE ACCEPTED NOW 
FOR EARLIEST DELIVERY 








CLOSE-OUT! 





CAMERA SLATE 
with clapstick 


11x14” 


ONLY $*B95 


Hundreds sold for usual 
price of $8.75 


LIMTED SUPPLY 





NEW E-X-P-A-N-D-E-D FACILITIES 





All the Finest and Latest Cameras 


MITCHELL—16, NC, BNC 

ARRIFLEX—16 & 35, Blimp 

AURICON—100, 200, 400, 1200 
EYEMO, CINE SPECIAL, FILMO—MOVIOLAS—SYNCHRONIZERS—HOT SPLICERS— 
SOUND READERS—DOLLIES—FEARLESS—MIKE BOOMS—LIGHTING EQUIPMENT— 
ZOOM LENSES—GRIP EQUIPMENT—PROJECTORS—SYNC PROJECTORS—RECORD- 
ERS—SYNC RECORDERS 


WRITE FOR COMPLETE RENTAL PRICE LIST 





sales 


New and Used 


ARRIFLEX—16 & 35mm Cameras 
AURICON—Cinevoice, Super 1200, 400 & 600 
foot Conversions 


BELL & HOWELL-——Eyemos—Filmo—Projectors 

BALTAR, ANIMAR, NOMINAR, EKTAR, ZOOM LENSES 
MOVIOLAS—HFC SYNCHRONIZERS—BARDWELL-MCALISTER 
LIGHTING EQUIPMENT—EDITING EQUIPMENT & SUPPLIES 


WRITE FOR COMPLETE CATALOG 





Our Newly equipped MACHINE SHOP 
for all Camera Maintenance and Re- 
pair offers these exclusive F&B SERV- 


e 
Vy ICES: 
Custom building & designing of equip- 


ment 
Lens mounting—Calibrating 


Experienced Technical personnel who understand your problems. 








convenience | 


NEW STREET LEVEL 
LOCATION in the heart 
of the TIMES SQUARE 


Rental equipment delivered to you at the curb. Drive up and 
load up. Near all Trains, Hotels, Theatres, Etc. 





credit 


Charge Accounts Invited. 

New Extended Time Payment Facilities for 
Purchases. 

From 90 Days to 3 Years to Pay. 





products 


Exclusive F&B Products 
PRO-CINE TRIPOD—The MOST 
IMPROVED tripod in the medium 
weight class. 


NOMINAR 1” £0.95 LENS—The fastest 
cine lense in the world. 16mm SPLIT REELS—Now rewind, edit, project, Etc., with 
the film on CORES. 600 FOOT CINEVOICE CONVERSION—The first flutter-free Cine- 
voice Conversion. LEG-LOK TRIANGLES—tLock your tripod legs firmly and securely. 
GATOR-GRIP LITES—A perfect light for locations . . . With BARNDOORS .CAMERA 
SLATES with CLAPSTICKS—FEasily erased—durable finish. KELLY CINE CALCULATOR— 
A sliderule calculator for cameramen. QUADLITES, BAR LITES, INKY-DINKIES, NEWS- 
LITES, CONELIGHTS, FLANGES, REELS, CANS, FIBRE CASES, CLIPBOARDS, GLOVES. 








USED EQUIPMENT URGENTLY NEEDED 
HIGHEST CASH PRICES PAID 


FLORMAN & BABB 


68 West 45th Street, New York 36, N. Y. 


Phone: Murray Hill 2-2928 
Cable Address — FLORBABB, N.Y. 
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SINCE THE ADVENT of color films, pre-production photographic tests 
are more important than ever. Here, Alec Guinness, portraying an 
eligible Crown Prince in M-G-M's “The Swan," gets final makeup 
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, 


touches as director Charles Vidor looks on. Meantime, director of 
photography Joseph Ruttenberg (seated, center) and his camera 
crew await the signal to start the camera. 


Photographing Pre-production Tests 


By JOSEPH 


NE OF THE important pre-produc- 
O tion steps that precedes the actual 
shooting of any feature film in a major 
studio is the photographic tests. At this 
period, which may precede the produc- 
tion’s starting date anywhere from two 
weeks to six months, all of the stars and 
principal players are given photographic 
tests for makeup, costumes and _ hair 
styles. 

A question that is frequently asked by 
those outside the realm of film produc- 
tion is “Why are new tests necessary for 
each picture, especially where the same 
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players are cast in it? Wouldn't the 
tests made for the previous production 
suffice ?” 

The answer is that a complete new se- 
ries of tests are required for each new 
production because, for one thing, the 
type of story is invariably different, call- 
ing for different characterizations which 
in turn call for a different type of make- 
up, hair dress and costuming. And where 
the leading lady has a new male star 
playing opposite her in the second pro- 
duction, it often becomes necessary to 
devise special makeup for each player 
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so that both will photograph equally well 
under a single pattern of set lighting. 
Obviously, this can only be determined 
by photographic process—the pre-pre 
duction photographic tests. 

At Metro-Goldwyn-Mayer studio, one 
small sound stage is reserved for talent 
tests. However, quite often we will shoot 
tests on other stages where appropriate 
sets, not in use, are employed. Simplicity 
of background, of course, is an essential 
for all tests, because it is the player o 
players being tested that we are inter 
ested in. For this reason most makeup, 
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EPARING GRACE KELLY 
rdresser give final touc 


costume and hair styling tests are photo- 
raphed with the subjects backdropped 
by a plain wall or flat. The standing sets 
are usually employed for testing candi- 
date players enacting bits for casting 


og 
> 


urposes. 

After the tests have been developed 
and printed -and it should be empha- 
sized that this film is given the most 
careful handling in processing to insure 
highest fidelity of color, etc.—they ‘are 
screened before a group consisting of the 
producer, the director, the director of 
photography, head of the makeup de- 
partment, the production: makeup man, 
head hairdresser and assistant, and the 
wardrobe designer and assistant. This 
group analyzes the test shots, discusses 
suggestions that may be made for any 
changes, and such changes as may be 
decided upon are put into effect and a 
new series of test shots made. The sec- 
ond tests are screened and evaluated as 
before; and sometimes it is necessary to 
make additional changes—and to photo- 
graph additional tests. 

One of the advantages these test ses- 
sions give to the director of photography 
is the opportunity to develop in advance 
of the picture’s starting date a pattern 
of lighting most advantageous to the 
players. This in turn keys the lighting 
and photography later when the produc- 
tion gets under way on the sound stage. 
Here, while the makeup man; the hair 
dresser and the wardrobe personnel are 
giving the subject their personal atten- 
tion, the director of photography is given 
opportunity to arrange and re-arrange 
his lights; to try several different light- 
ing patterns—all the things he is unable 
to do except when under pressure of 
time, once the production gets under 
way. 

Since the advent of color films, pre- 
production photographic tests are more 
important than ever, And they require 
more careful attention. We have found, 
for example, that some color films react 
differently to different colors. Colors that 





for makeup test. At left makeup woman and 
h to Miss Kelly's hair prior to shooting one of 
many pre-production tests for M-G-M's “The Swan.” 
lector of photo 
the light, 








NOT ALL pre-production tests are shot 0) the sound siage. The camere tests for this “day- 
for-night"’ scene were first made on the studio back lot. Result of tests was development 
of special reflective material for use in windows and vehicle headlamps to “burn through” 
heavily filtered photography. Result is said to be the best “‘day-for-night” sequence ever 


filmed. 


are appealing to the eye, often record 
differently on color film. And so, through 
our tests, the wardrobe department is 
able to determine what colors to use, and 
especially what fabrics, as often it is the 
fabric rather than the fabric color that 
proves a bugaboo. 

One particular case that comes to 
mind was when we were shooting tests 
of Ann Blyth for “Kismet.” One gown 
she wore for the tests did not record on 
color film as it looked to the eye. It was 
discarded and a new one of different 
color and fabric substituted. Miss Blyth 
was re-photographed wearing the new 
gown and the second test proved it to be 
entirely satisfactory. 

Before we started shooting “Kismet,” 
we also made photographic tests of one 
of the important sets. Here the floor had 
been given a particularly colorful job of 


In next photo, 
graphy Joseph Ruttenberg takes an exposure meter reading 
One advantage of tests sessions is opportunity it affords 
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paint. To the eye, it looked just right, 
but when the camera recorded it on color 
film, the result was flat and entirely lack- 
ing in the effect that the art department 
had in mind when it conceived it. Need- 
less to say, it was re-painted in color 
tones most complimentary to the color 
film being used, re-photographed, and 
found acceptable. 

It is generally assumed that natural 
plants, shrubs, etc., are highly com- 
patible with color film, But this is not 
always true, especially where these dec- 
orative effects are used indoors on the 
sound stage and photographed under ar- 
tificial light. 

We encountered just such a problem 
on one of the “indoor exterior” sets for 
“Kismet”—photo of which appeared on 
the cover of the November issue of 

(Continued on Page 45) 





cinematographer to develop the lighting pattern to be used in the pro- 
duction. At right: the makeup tests have been photographed and a -dis- 
cussion ensues between director Charles Vidor and head of makeup depart- 
ment regarding proposed makeup changes. A full camera crew is always 
used when pre-production tests are photographed. 
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Current Techniques Of 35 


Film Photography And 


W''" THE CURRENT evolution of mo- 

tion pictures to various types of 
wide-screen techniques, great additional 
importance accrues to the techniques of 
color motion picture photography. 

Within the past few years photo- 
graphic techniques have been altered in 
two ways: New negative materials have 
been introduced and new aspect ratios 
for recording negative images have been 
developed. 

The new negative materials are, 
erally speaking, color negatives. 

The aspect ratio (which means rela- 
tion of picture width to height) had 
been settled for over 30 years at four to 
three, which means that for every four 
units across the picture there were three 
units in height. 

Today this is all changed. 

This article will deal with the most 
important photographic techniques now 
in use In motion pictures. 

There are several color negative films 
manufactured by different companies 
throughout the United States and Eu- 
rope. These negative films can be used 


gen- 








FIG. 1—When color motion pictures are 
photographed by the three-strip method, 
a Technicolor camera is used in which 
three strips of 35mm B&W negative are 
exposed. Each records a specific color 
aspect of the scene. Green light coming 
from the scene is transmitted through 
the camera lens, as shown above, 
thence through a special light-dividing 
prism. It is recorded on a negative 
which is particularly sensitive to green 
light. The red and blue colors are di- 
rected in @ similar manner to their re- 
spective negatives. 
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in any ordinary black-and-white camera. 
They have three emulsion layers super- 
imposed on a cellulose acetate base. 
These three emulsion layers are differ- 
ently sensitive to different colors of light. 
This means that the photo-sensitive sil- 
ver halide particles in the separate emul- 
sions are exposed by different colors of 
light. Generally, color negative films 
have a filter layer between the top two 


FIG. 2—The Technicolor three-strip color 


camera, 


mm Color 
Printing 


different primary color. Either film can 
be used in a conventional 35mm camera. 

Similar to color negative, 16mm color 
positive film has three layers of emul. 
sion, each sensitive to a different pri- 
mary color red, green and blue. The 
commercial film is low in contrast and 
differs from color negative in that a posi- 
tive color image is obtained by reversal 
development rather than a_ negative. 
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productions made in Hollywood. Technicolor has modified some of these cameras so that a 
strip of color negative film may be used in the Vista-Vision manner, with the negative 


horizontally past the gate two frames at a time. The resulting negative image area is then opt 


printed in reduced size. 


emulsions. Where the color sensitivity is 
not complete, this filter aids in separat- 
ing unwanted colors from a particular 
emulsion. 

In the United States the most widely 
used color negatives are Eastman and 
Ansco. 

Both Eastman Color Negative and 
Ansco Color Negative have only one 
strip of film surfaced with three layers 
of emulsion, each being sensitive to a 
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From it three 35mm separation nega 
tives are made when dye transfer re 
lease prints are to be made for 35mm 
exhibition. 

In Europe, there are three additional 
color negatives, Agacolor, Gevacolor and 
Ferraniacolor. These negatives are sim 
ilar to those used in the United States 
in that three layers of emulsion are sv 
perimposed on a sigle film base. 

The Technicolor laboratories, in both 
United States and England, manufacture 


until advent of the present 3 
color negatives such as Eastman Color and Ansco Color, was used in photographing almost all « 
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ive systems. 

_ ae has long recognized that 
an improvement in the definition or vis- 
ibility of Technicolor dye transfer (im- 
hibition) prints when projected in the 
theatre, especially on large screens, 
would be possible from a negative re- 
sulting from almost any system of 
photography that employed a larger 
than standard area of negative on which 
to record the picture information. There 
are a number of photographic proced- 
ures which might bring this about. One 
such system is Paramount’s Vista Vision 
which employs a single strip of 35mm 
color motion picture negative which, 
contrary to custom, moves horizontally 
through the VistaVision camera, The 
scenes are recorded on an area equal 
to two full frames of normal motion pic- 
ture negative. 

Working from such a double frame 
negative the Technicolor laboratory is 
manufacturing 35mm _ Technicolor dye 
transfer release prints of normal size 
and position, which may be combined 
with either photographic or multiple 
sound tracks. Such release prints can, 
of course, be projected on any screen 
including large screens, and in any as- 
pect ratio from 1.33 to 1 or to any 
larger ratio desired. Since these new 
improved Technicolor dye transfer _re- 
lease prints are of normal size and posi- 
tion in every respect, no special projec- 
tion lens in the theatre is necessary. 

Technicolor has been working on the 
new system for more than two years, re- 
sulting in the introduction of laboratory 
procedures which are uniquely depend- 
ent upon steps in current Technicolor 
techniques. The new method is already 
in operation in moderate volume at the 
Hollywood plant. 

When photographing with 35mm East- 
man or Ansco color negative any 
standard 35mm camera may be used, in- 
cluding the “hand-held” or portable 
models. Specific “color” camers are not 
required, After the negative is devel- 
oped, positive prints may be made in 
a manner similar to that for black-and- 
white film, or by the dye transfer 
method from the color negative, or from 
separation negatives, as will be ex- 
plained later. 

When color motion pictures are photo- 
graphed by the three-strip method, a 
special camera is used. These cameras 
are manufactured by Technicolor and 
are furnished to the motion picture pro- 
ducer. They are available to him upon 
demand at his studio or on location. 

This camera is unique. It is the only 
one used commercially in which three 
strips of motion picture film are success- 
fully exposed simultaneously to exactly 
the same scene. The strips of film in this 
camera are negative films and each re- 


release prints from all of these color 





RED IMAGE 


BLUE IMAGE 


GREEN IMAGE 


FIG. 3—The Technicolor three-color camera uses three strips of negative film and incor- 
porates a prism in the optical system to divide the light, as shown in Fig. 1 (left). Two 
of the films with emulsion surfaces in contact are placed in the camera at a right angle 
to the lens axis. The front film receives the blue image and the rear film receives the red 


image. 
image. 


cords a specific color aspect of a given 
scene. As seen in Figure 1, green light 
coming from a scene is transmitted 
through the lens of the camera and 
thence through a special light-dividing 
prism. It is recorded on a negative film 
which is particularly sensitive to green 
light. The red and blue colors coming 
from the same scene pass through the 
same lens and enter the same special 
prism; but instead of being transmitted 
they are reflected to an aperture on the 
side of the camera. In this aperture two 
films are traveling. These films are 
placed one in front of the other; the 
front one records the blue light of the 
scene, while the back one records the 
red light. 

When developed these negatives have 
silver images, and when held up to the 
light, appear the same as_black-and- 
white negatives. These special cameras 
used in this taking process have traveled 
with location units to every continent of 
the globe. Cameras have been used in 
the air; under water; and even in the 
craters of volcanoes. 

Technicolor has modified some of its 
three color cameras so that a single strip 
of 35mm color negative film may be 
used in the VistaVision manner. In these 
modified cameras the film runs past the 
camera aperture horizontally and an 
area corresponding to eight perforations 
(or two normal frame areas) is ex- 
posed. The negative image area is then 
optically printed in reduced size. 

Successful printing of 35mm _ color 
motion picture film requires experience 
and laboratory skill. Faulty prints wipe 
out accurate color values achieved in 
photography and production. 

Color printing procedures begin with 
white light. Optically speaking, white 
light consists of three primary colors — 
blue, green and red. This is one way of 
saying that when proper amounts of 
blue, green and red light are subtracted 


‘from white light, any color visible to 


the human eye will be produced. 
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The third film, which is placed directly in back of the prism, receives the green 
The negatives after processing appear as shown above. 





FIG. 4—The successive frame photo- 
graphic process, used in most animated 
cartoon photography, uses one strip of 
B&W negative. In front of the camera 
lens is mounted a wheel containing 
three filters—blue, green and red. This 
wheel rotates as each scene is photo- 
graphed three times on _ successive 
frames thorugh e~c) 0° !! » theo cn'or 
filters. The negative therefore is three 
times as long as the finished print. 


Negatives used in color motion picture 
photography separately record the red, 
blue and green aspects of the scene. 

After development, negative images 
may be silver (black and white to the 
eye) or dye-colored. Only Technicolor 
laboratories prepare dye-transfer release 
prints from both kinds of image. 

Developed negatives are evaluated to 
determine the printing light required. 
The negative is then run through a ma- 
trix printer, a device in which special 
matrix film is exposed to light coming 
through the negative. Matrix means what 
it does in other forms of printing—a re- 
lief image from which multiple copies 
are made. 

(Continued on Page 58) 
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PHOTOGRAPHING Van Gogh paintings in CinemaScope by the lying device at left is technician Matt Kluznik. Handling the trans- 
Arnold Ektachrome Process for M-G-M's ‘“‘Lust For Life.'’ Developer parency controls at right is operative cameraman Harnkness Smith. 
of process is John Arnold, A.S.C., (center). Operating camera dol- Details of operation are described in photo below. 


A New Method Of 
Insert Cinematography 


Developed especially for reproducing rare paint- 
ings in CinemaScope for M-G-M's “Lust for Life,” 
Arnold Ektachrome Process promises increased fi- 
delity in photography of graphic arts inserts. 


By JOHN ARNOLD, A.S.C. 


Executive Director of Photography, Metro-Goldwyn-Mayer Studio 


, - _ DUAL CONTROLS by which Ektachrome trans 

we MetrRO-GoLpwyn-MAyeR first screen in the CinemaScope format the are moved to left or right, up or down, & 

considered “Lust for Life,” based many Van Gogh paintings essential to camera during photography. Effect is similor 

on the life of the Dutch painter Vincent the story. Even more important was the and tilt action with camera. Slate marks 
Van Gogh, the most challenging prob- problem of how we were to bring these cheve contel guide epeuie & mete 
Bh, : ging | I of now we were to Dring test chromes. Figures indicate stop periods when 


lem posed was how to reproduce on the _ paintings to the screen with all the rich- transparency remains stationary before the ‘ 
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which the achievement of all this might 
involve: the essential Van Gogh paint- 
ings are scattered all over the world— 
in private homes and in museums— 
which would make it necessary for a 
CinemaScope camera crew to spend well 
over two years just to photograph them, 
assuming that permission to photograph 
them with a motion picture crew could 
be obtained. It was quite obvious that 
this procedure would prove both im- 
practical and too costly. Also, it was 
felt that many owners of Van Gogh 
paintings would strongly object to our 
bringing into their homes or museums 
the lighting and camera equipment that 
motion picture photography would re- 
quire. And finally there would be the 
problem of obtaining the correct color 
values under the quesitonable lighting 
conditions which a photographic crew 
would be certain to encounter. 


4A 

: I proposed that instead of following 
* the direct motion picture photography 
‘ method, we make 8” by 10” Ekta- 


chrome transparencies of the paintings, 
then photograph these with the motion 
picture camera at the studio under fully 
controlled lighting conditions. All this 
method would require would be a still 
camera, a tripod, and a couple of 150- 
watt or 300-watt 3200° K lights—equip- 
ment easy to use in either home or 
museum. 
(Continued on Page 42) 





EKTACHROME TRANSPARENCY being photographed is mounted in holder 
(1) which is movable North, South, East or West or diagonally by dual 
controls shown in photo at left. Simultaneously, camera can be dollied 
in or out by means of two-speed gear box and crank (2). Camera slides 
on metal base (3), and as it moves toward or away from subiect, focus 
is changed automatically by sliding cam (4) geared to lens. 


ness of texture and the fidelity of color 
for which Van Goghs are famous. 

These were essentially photographic 
problems and were given to me for solu- 
tion during the early pre-production 
conferences on the story. After many 
months of trial and error, of testing one 
method against another, there was 
evolved what the studio has come to 
term the “Arnold Ektachrome Process.” 
It actually made the production of “Lust 
for Life” possible. Here’s why: 

As the story unfolds, Van Gogh, 
played by Kirk Dougles, is shown al- 
most constantly in the process of turning 
out a canvas, a charcoal or an etching. 
The studio believed that interest in the 
story would be heightened considerably 
if (1) original Van Gogh paintings 
could be shown; and (2) reproduced on 
the screen with such vividness and fidel- 
ity as to arouse the admiration of art 





tran: patrons and non-patrons alike; and (3) 

pe if the photography could be made flex- 

my ible enough to permit moving in with PA oe : . 

ing th the camera for closeups of certain de- EXAMINING Ektachrome transparencies prior to photographing them with 
Ektod tails of ar . . motion picture camera are John Arnold (right) and technician Matt Kluznik. 

“a ‘ 4 “ painting whenever desired. New process makes possible reproduction of paintings on screen with life- 

: And here is the package of problems like fidelity in color and textures. 
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A STATION WAGON makes a most versatile camera car for motion 
picture photography. Here Ralph Papin, cameraman for Gospel 
films, Muskegon, Mich., has mounted his camera on the tail-gate 
for a series of traveling shots. 


HILE THE DEMAND for films by industry, education, 
W and advertising is greater than ever, competition 
among those photographing and producing such films is 
also keen, and every technique for increasing a film’s worth 
or helping to keep the budget within reason is being em- 
ployed by the most successful producers. 

The excellent response of today’s color films to every 
shade of color has tempted more than one cinematographer 
to experiment with filtering light sources for special effects. 
This technique has been familiar to Hollywood cameramen 
since the very first three-color Technicolor picture was pro- 
duced, but industrial film producers have shied away from 
it. Color temperature meters, with their matching lens 
filters, lighting voltage controls, and more roll-to-roll emul- 
sion consistency have for several years put 16mm color 
work in the “strictly under control” category, and just 
recently a move has begun to take more advantage of that 
fact. 

There’s not much danger any more of a commercial pro- 
ducer or client thinking something went wrong because all 
the light on a scene isn’t pure white. Because nearly every 
industrial picture closes with scenes of the sponsor’s product 
in use or on display, the richness and sparkle of some color 
added to the scene gives a welcome change. In another 
type of picture, the cameraman of an industrial film on 
home permanents added an element of glamour to the close- 
ups with a light yellow filter on the back-light. Stainless 
steel and aluminum machinery parts have also received sim- 
ilar light treatment in well-made “nuts and bolts” films. 

The technique may also be seen in quite a bit of still 
photography. A perusal of your record dealer’s shelves will 
reveal many L.P. record albums illustrated with photos obvi- 
ously lit with colored light. Especially note the pictures on 
mood music and operatic selection albums. Some are essen- 
tially lit with white light but have colored side- or back- 
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Resourcefulness And 
Ingenuity Vital Aids 
To 16mm Cameraman 


By CHARLES L. ANDERSON 


lighting; others show an overall color tone. Both methods 
may be applied to lighting a shot for 16mm work, the 
choice depending—as it does in other matters—on how the 
shot will be used in the picture. 

Other examples are seen occasionally in magazine ads, 
Note, however, where the technique is not used: food pic 
tures, scenes where the color of fabrics is important, ete. 
When exact color reproduction is called for, white light js 
obligatory. 

As to the practical method of controlling light quality, 
sheets of colored gelatine are usually placed over spotlights, 
Sometimes a set-up will duplicate natural off-color effects, 
as when the scene outside a window is illuminated much 
cooler than the set within. A film on baking bread con- 
trasted scenes of pioneer days and modern times. In each 


(Continued on Page 48) 
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BOB CRANDALL, photographer of nature subjects for Walt Disney, 
contrived the apparatus shown here for photographing small 
wild life in ultra closeups. Pressing foot-pedal on floor starts 
and stops the camera. Note also the special focusing attach- 
ments especially designed for the Cine Special.—Photo by 
Ray J. Manly for Western Ways. 
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WITH NEW CAMERA ® MART PRODUCTS! \ 


@ CAMERA MART TIGHTWIND ADAPTER 


An advanced method of rewinding film 
on cores, eliminating scratches and ab- 
rasions, winding the film smooth, tight 
and even. For 16mm and 35mm. 


Price: $29.00 
Money Back Guarantee! 


®@ AURICON PRO-600 CAMERA 
Auricon’s latest development in sound- 
on-film cameras, now available for im- 
mediate delivery. Also a complete line 
of Super-1200 and Cine-Voice single 
system cameras. Trades accepted. 


TIME PAYMENTS ARRANGED. 


@ NEW WIDE SCREEN VISTASCOPE LENS 
Now you can photograph and project 16mm pictures 
with a single Vistascope lens and get a picture that 
is twice as wide as it is high. Sharp definition for 
black and white and color. Only $125.00. 


@® BARDWELL-MCcALISTER LIGHTS 
Complete stock of 750 watt to 5000 watt spot- 
lights and accessories available for immediate 
delivery. Prices from $81.00 and up. 


@ ZOOMAR-16 LENS 
The new ZOOMAR-16 Varifocal lens, speed f2.8, 
coupled viewfinder, range 25mm to 75mm, ex- 
tremely sharp definition, standard bayonet mount 
for Cine-Special, takes c-mount adapter for use 
with other 16mm cameras. Price: $600.00. 
Model 16-S, mounted for the Arriflex 16mm 
camera, immediate delivery. Price: $579.00. 


@ SLATE & CLAPSTICK 
Still the BEST BUY at .. . $4.75. 


1845 BROADWAY at 60th ST. 
NEW YORK 23, NEW YORK 





“CAMERA+ MART. 





TV CAMERA DOLLY 
BABY DOLLY 

TV MIKE BOOM 
OPTICAL FX UNIT 
DUAL READER 


TRIANGLE & CAR TOP 
CLAMPS 


PHONE: Circle 6-0930 
CABLE: CAMERAMART 

















PHOTOGRAPHING the landing of jet planes on the carrier U.S.S. 
Lake Champlain for the climactic finish of ‘“‘Cinerama Holiday."’ Here 


as - 


Filming The Jet Carrier 


Climax For Cinerama Holiday’ 


By HARRY 


sg CINERAMA has always taken 
very kindly to the air. Outside of 
the tests made by Fred Waller in the 
late 1930’s with his eleven-lens 16mm 
Vitarama system, the first filming done 
with Cinerama was aerial combat. 

That was during the war when Fred 
turned his ideas into the Gunnery 
Trainer that gave aviators a pretty real- 
istic feeling of what it would be like to 
have Jap Zeros and Messerschmitts com- 
ing at them. 

It wasn’t until a couple of years after 
the war that we started photographing 
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SQUIRE, A.Si, 


the first Cinerama feature film. Paul 
Mantz converted a B-25 for the aerial 
scenes that were planned, and the three- 
lensed Cinerama camera was mounted 
in the nose. Now there was room for 
only one man to handle the camera. I 
acted as operator, trying the make all 
the figuring and experimenting pay off. 

Now Paul likes to say that you can’t 
be an old and daring pilot. Paul is now 
52 years old. But I swore never to fly 
with him again after we went through 
those mountain passes in Zion Canyon 

(Continued on Page 52) 
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the three-lensed camera may be seen mounted on _ hastily-built 
platform spiked to the deck edge. 
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FOR PANORAMA shots, cameraman Harry Squire 
from left) mounted the Cinerama camera in the 
door of a Navy rescue helicopter. 
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E CAMERA setup for shooting the bobsled run. 
pPerative cameraman Gayne Rescher is behind the 
amera. Back of him are the storage batteries pow- 
ring the camera's sturdy motor. 


THE CAMERA SLED on which was mounted the Cinerama camera for photographing the 
ski ballet for ““Cinerama Holiday.’’ Camera is suspended from above in a swinging mount 
attached to the metal frame. This enabled camera to sway and simulate skier'’s nat- 


vral body swing. 


Filming The Ski Ballet 
For Cinerama Holiday’ 


By 


OUIS DE ROCHEMONT organized two 
L distinct and separate crews after he 
was commissioned by Stanley Warner 
Corp. to make the second Cinerama pro- 
duction. We handled the camera in Eu- 
rope, and, in addition, filmed the se- 
quence in New Orleans, the “Birth of 
the Blues.” 

As a non-skier, Joe Brun was prob- 
ably the one who did the most to sell 
the idea of a ski ballet in Switzerland. 
The magnificent Parsenn slopes near 
Davos were selected by Mr. de Roche- 
mont and his director, Bob Bendick. As 
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, AND GAYNE RESCHER 


our adviser on the project, supplying 
know-how and most important of all, 
skiers, was Max Bertsch of the Davos 
Ski School. 

Upon arriving in Switzerland, we first 
filmed certain sequences in St. Moritz, 
the “Holiday on Ice” show at the Suv- 
retta House, and the bobsled ride. The 
cheese fondue ceremonies were photo- 
graphed at “La Ferme,” in an accurate 
reconstruction of the interior of a Swiss 
mountain farmhouse, which serves a sort 
of “nineteenth hole” for skiers. 

(Continued on Page 53) 
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REHEARSING A SCENE in front of the White House in Washington, D.C., for Warner Brothers’ 
“The Court Martial of Billy Mitchell."’ Director of photography Sam Leavitt, A.S.C., standing 
behind the Mitchell camera at far left, credits the well-detailed script of the picture for 
eliminating a lot of ‘“‘on the set’’ photographic problems.—Photo by Mac Julian. 


Preparing The Script 


The film script should be as carefully planned 


and prepared as a homebuilder’s blueprint. 


By 


VERY WORTHWHILE motion picture, 
E no matter what its type or aim, is 
based upon the seed of an idea. After 
the idea has been selected and broad- 
ened out into a theme, a script is then 
constructed as a working plan for trans- 
lating the idea into a motion picture. 

The script is the film-maker’s blue 
print. It is a plan of action and dia- 
logue, of camera angles and lighting; 
it should provide information by which 
every technician on the picture can plan 
the details of his particular contribu- 
tion. Time was when Hollywood direc- 
tors could stage a whole feature without 
having one word of the story down on 
paper; but that era has long since 
passed. Today every entertainment film 
is scripted in the very finest detail be- 
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fore a camera starts to turn. The tech- 
nique is not exclusive with Hollywood, 
however. Every motion picture, be it 
documentary, commercial, training or 
home movie, should be shot from a care- 
fully prepared script. Aside from the 
saving of time, effort and expense that 
results, a well-planned script will mean 
a better integrated film— one that 
“hangs together,” that tells a tight, uni- 
fied story without going off on tangents. 

A great deal has been written on 
script writing. Many articles and books 
on the subject have stressed the screen- 
play form rather than going behind the 
scenes and dealing with the more or less 
abstract elements that go to make up a 
good script. It is these elements, there- 
fore, that we shall attempt to analyze 
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here, since, once they are mastered, the 
actual construction of the script is a rela. 
tively routine mechanical job. And we 
shall deal with those phases of script 
preparation that are common to all types 
of motion picture production. 

Our first consideration is to satisfy 
our audience. No matter what the sub. 
ject or the approach, or whether the 
film is to inform or entertain, it cannot 
really be successful unless it is accepted 
by the audience for which it is intended, 
Film audiences today are much more 
critical than they used to be. Conscious. 
ly or subconsciously they have come to 
expect the motion picture to live up to 
certain standards of construction. When 
these standards are lacking the audience 
will reject the film—even though they 
may not be able to tell specifically what 
is wrong with it. 

Therefore, it is important that a mo- 
tion picture should put across a unified. 
dominant idea; it should tell a story and 
tell it completely. Too many films are 
fragmentary, disorganized, lacking in 
coherence. They nibble at the edges of 
an idea rather than stating it boldly 
and then following through to a definite 
conclusion. 

No less important is the fact the mo- 
tion picture is an action medium, and 
it should be written and produced with 
the emphasis on action. Static scenes 
or sequences, too much dialogue or nar- 
ration in place of visual action—these 

(Continued on Page 50) 


“WHEN THE SCRIPT spells out the photog 
requirements of a scene or sequence in great ¢ 
it goes a long way toward enabling us to plan 
photography in advance,” says director of 
raphy Robert Surtees, A.S.C., (seated hatless 
truck) whose two-camera crew is pictured 
shooting a scene for M-G-M's “Tribute To A 
Man.” 
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We wanted a subject to film that would give us 





full scope for the dramatic use of illumination. 


We chose Poe’s “Fall of the House of Usher.” 









THE AUTHOR, Nadine 
pr ee ee a = SAL PIZZO essayed the role 






of Roderick Usher. He also di- 
rected, wrote the script in col- 
laboration with Mrs. Pizzo, 


House of Usher"’ in collab- 
oration with her husband, 
Sal Pizzo. 









N MY ARTICLE dealing with “The 

Drama of Color” in last month’s issue, 
I pointed out how through experimenta- 
tion, taste, and dramatic sensibility the 
visual vocabulary of color can be ma- 
nipulated to create whole new worlds of 
color imagery and dramatic expressive- 
ness in motion pictures. 

Before proceeding further on this sub- 
ject of drama of color, at which time 
I shall also describe how I utilized it in 
producing, in collaboration with my 
husband Sal, the 16mm color film “Fall 
of the House of Usher,” I should like to 
describe how we chose this story for 
filming and how we got started in this 
fascinating hobby of making movies. 

We are a husband-wife team, an ar- 
rangement not too uncommon in ama- 
teur circles where all the highly special- 
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ized departments of production must be 
handled by one or two people. We are 
fortunate in that our combined back- 
grounds enable us to function as a com- 
plete team. We both have theater ex- 
perience. Sal’s years of activity as an 
actor in local little theater have been 
invaluable in our motion picture work. 
(He created the role of George in the 
world premier production of John Stein- 
beck’s “Of Mice and Men”.) He han- 
dles the directing department and much 
of the acting. He portrayed Roderick 
Usher in our “House of Usher.” He also 
functions as director of photography. 
When he is involved on the set, I act as 
cameraman. You can well imagine the 
problems involved in those sequences 
when he is appearing before the cam- 
era, simultaneously attempting to ana- 
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and did the narration. The 
production was filmed in 
16mm Kodachrome. 


Our Goals Were Too Ambitious For 8mm 


lyze his own performance, supervise the 
camera work and direct the other actors 
on the set. Happily, we each think and 
see in terms of the medium, both pic- 
torially and dramatically. Even more 
important than this, we share the same 
point of view, the same artistic concepts. 
Therefore, we can work as one in that 
most difficult of partnerships—creative 
collaboration. 

After years of yearning to explore the 
dramatic possibilities of the motion pic- 
ture medium, my husband _ purchased 
his first camera, an 8mm, in 1951. 
There followed fifteen months of avid 
study and shooting. In August of 1952 
we both felt ready to begin a serious 
production. We wanted a subject that 
would give us full scope for the dra- 

(Continued on Page 46) 
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OTHER THAN SPECTACLE 
LENS WAS THE CAMERA 
OBSCURA, PERFECTED BY 
coc PERS 3 SWAN SCIENTIST 
‘hae amal al-din ABOUT 1320 A.D. 
i CONSTRUCTED LIKE A 
PIN-HOLE CAMERA THIS 
DEVICE. REPRODUCES, 
IN MINIATURE AND IN COLOR, 
SCENES OUTSIDE 
THE APERTURE. 
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TEN INY QAARON, 


TWROXDp KEEP PACE WITH OTHER STUDIO 


DEVELOPMENTS. NATIONAL CARBON'S NEW “YELLOW LIGHT” 
CARBONS PROVIDE TRICKY LIGHTING EFFECTS ON SAMUEL GOLDWYN'S 
GUYS AND DOLLS SET SHOWN HERE. ONLY NEGLIGIBLE FILTERING IS REQUIRED 
TO MATCH COLOR FILM EMULSIONS. 
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THE “NATIONAL” CARBON ARC...NOTHING BRIGHTER UNDER THE SUN 





The term ‘‘National’’ is a registered trade-mark of Union Carbide and Carbon Corporation 


NATIONAL CARBON COMPANY 


A Division of Union Carbide and Carbon Corporation, 30 East 42nd Street, New York 17, New York 
Sales Offices: Atlanta, Chicago, Dallas, Kansas City, Los Angeles, New York, Pittsburgh, San Francisco 
IN CANADA: Union Carbide Canada Limited, Toronto 
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FIG. 1—MICROPHONE mounted on neck 
yoke keeps it at uniform distance from 


speakers lips. Demonstrated here by 
author, apparatus is insulated with rub- 
ber to prevent annoying clicks caused 
by bare metal striking shirt buttons, etc. 


HE ADVENT of magnetic recording on 

film opened up broad new vistas of 
film making for many 16mm _ movie 
amateurs. The serious amateur had for 
years been working with sound as an 
adjunct to his films, usually in the form 
of disc recordings, or used music from 
standard records played on dual turn- 
tables as the picture was being screened. 
Now, thanks to the development of 
sound striping and the introduction by 
Bell & Howell, R.C.A., and others of 
magnetic-recording 16mm _ projectors, 
the serious amateur is for the first time 
able to give his productions a genuine 
professional finish. 

Earlier, when using records and turn- 
tables to provide sound for my films. 
my biggest problem was starting rec- 
ords playing at exact pre-determined 
(and marked) spots. Today, these prob- 
lems happily are all behind me. Mag- 
netic sound on film is the real answer 
to the problem of providing synchro- 
nized sound for amateur films. 

Once I settled on magnetic sound, I 
determined to develop a simple, sure- 
fire, easy method of recording, and I 
think as one who has had considerable 
experience in adapting magnetic sound 
to 16mm films, what I have to offer here 
may be of genuine help to many other 
amateur movie makers’ considering 
switching from discs to magnetic re- 
cording. 

The number one step, of course, in 
preparing to add sound to any film is 
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A Simplified Method For Recording 
Magnetic Sound On 16mm Film 


By OSCAR H. 


the careful preparation of the script. 
Since practically any standard quarter- 
inch tape recorder will maintain con- 
stant speed for at least two or three 
minutes (and most of them maintain 
constant speed indefinitely), I record 
narration for my films in short sec- 
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NARRATION TAPE RECORDER 
WITH FOOT SWITCH 


FIG. 2—-AUTHOR's recording room and 
theatre. Projector, in separate sound- 
proof enclosure, leaves narration room 
free of annoying sounds. 


tion. These are separated by musical 
interludes of not less than 10 seconds 
duration. The short narration record- 
ings I find maintain synchronization 
with my Bell & Howell “202” magnetic- 
projector, so that it is no problem later 
to re-record the narration directly on 
my soundstriped films and have it al- 
ways in sync. 

Because any recording error requires 
starting over again, | never record mu- 
sic back of voice narration except when 
some short narration occurs during a 
run of music. 

Step number two in this system is the 
recording of narration on a tape re- 
corder. I prefer this method to record- 


° Jaxvary, 1956 
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ing direct on the sound-striped film be. 
cause if an error is made, it is a simple 
matter to erase and re-record, or to 
make a second “okay” recording. More. 
over, the use of pre-recorded narration 
on tape makes it possible to check it for 
accuracy by playback. After narration 
has been recorded and approved, the 
next step is re-recording it directly on 
the soundstriped film with my Bell & 
Howell “202” projector-recorder. 

For this I have an ideal set-up—a 
playroom-theatre in my basement. This 
has two sliding doors at one end. One 
has a plate glass window through which 
I proejct my picture during recording 
sessions. (See accompanying diagram.) 
In this way, I isolate the sound of the 
projector from the microphone, which 
is carried by the narrator sitting about 
10 feet from the screen. 

The tape recorder carrying the narra- 
tion is set up close to the projector, 
within easy reach of the operator who 
wears earphones plugged into the re- 
corder. This enables him to follow the 


narrator as the script is being read and 
the picture is being projected. and in the 
event the narrator misses a cue, fum- 
bles a sentence or fails to keep pace 





FIG. 3—Controls of the Bell & Howell 
“202” magnetic-recording projector. 
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with the picture, he can stop the record- 
ing and call for a repeat reading. 
To avoid annoying variations 1n voice 
levels, which is often caused by the nar- 
rator moving toward or away from the 
microphone as he speaks, I have the 
mike mounted on a neck yolk, as shown 
in Fig. 1. This keeps the microphone 
at a fixed distance from the narrator's 
insuring uniform voice level at all 
times. As may be seen in the photo, the 
mike base is covered with a layer of 
foam rubber and the metal yoke is cov- 
ered with rubber tubing. This insula- 
tion eliminates annoying “clicks” that 
would othewise occur in the recordings 
due to the bare metal striking shirt but- 


lips, 


tons, etc. 

For recording narration, almost any 
popular-priced tape recorder may be 
used, and it should be equipped with a 
foot switch. This also eliminates an- 
other source of “clicks” which occur 
when the recorder is stopped and 
started with the conventional switch on 
the operating panel. 

Another innovation I have adopted is 
the practice of placing pieces of white 
leader tape at the beginning of each re- 


corded section. These are about fifteen | 


inches in length and are used to make 
pencil notations of the first few words 
of the opening of the narration, as a 
guide in re-recording. 

The third step in my system is re- 


cording music on tape. Here it is dou- | 


bly important to avoid the “clicks” 
mentioned above when playing the re- 
cordings into the “202” projector. For 
safety | always record at least 5 seconds 
of extra music for runs up to 30 sec- 
onds, and 10 extra seconds for runs of 
30 seconds or longer. On the white 
leaders I indicate “Music No. 1,” “Mu- 
sic No. 2,” etc., corresponding to sim- 
ilar notations on my script. 

When recording of all the necessary 
music is completed, the next step is re- 
recording all tape recordings directly on 
the soundstriped 16mm film, using my 
“202” projector. Here a second tape 
recorder for narration is brought into 
play, and this is operated by foot switch. 

The “202” takes about 3/4 second to 
get up to full speed. As the tape re- 
corders attain full speed almost instant- 
ly, I set the tapes at a point on the 
leaders 3/4 second ahead of the sound 
on tape—this point being placed at the 
playback head of the tape recorder, 

The 16mm film is so threaded in the 
“202” projector that it takes three sec- 
onds for the opening frame to appear 
on the screen. I start and stop the 
“202” by means of the clutch only, and 
stop and start the narrative tape re- 
corder by means of the foot switch as 
it plays back into the recording projec- 
tor. The music tape recorder is started 
simultaneously with the “202”. Just be- 











SYNCHRONOUS 
MAGNETIC 
FILM RECORDERS 


17.5mm mein $1550 


Operates at 90 feet per min- 
ute, for use with 35mm cam- 
eras. 


lomm RECORDER 9095 


Operates at 36 feet per min- 
ute, for use with 16mm 
cameras. New holders for 
1200-foot reels available as 
accessory. 

Kinevox Magnetic Recorders have 
less than 2% intermodulation dis- 
tortion through the complete chan- 
nel, from microphone input to film 
playback at full operating level. 


KINEVOX 


116 S. HOLLYWOOD WAY 
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FILM PHONOGRAPH 


Fast stop-start. Instant re- 
verse. Uses 17.5mm (split 
35mm) perforated film. 
Operates at 90 feet per 
minute. 


AMPLIFIER-MIXER 
Four input channels. Com- 
plete with power supply 
in one case. Weight 40 
pounds. Four-position 
dialogue equalizer. Less 
than 1% intermodulation 
distortion at full output. 


PORTABLE 
POWER SUPPLY 
500 watt output. Con- 
tained in two easily-han- 
dled cases. Battery weight 
62 pounds. Generator 

weight 72 pounds. 


FILM READER 
Film moves over platform 
for easy marking. Accom- 
modates 17.5mm, 16mm 
or 4%” tape. Also available 
in 35mm. 


FILM SPLICER 
Butt splicer for 35mm and 
174mm magnetic film. 
Employs perforated tape 
for joining medium. In- 
sures perfect recording 
in the splice area. 


SYNCHRONIZING 
SLATER 


Provides legible automatic 
slating and synchronizing. 
Adapters for all cameras. 


EXPORT 


DEPARTMENT 


FULL FACILITIES FOR HAN- 
DLING OF FOREIGN SALES. 
WRITE FOR INFORMATION. 


DIVISION OF 
ELECTROMATION 
COMPANY 


Victoria 9-3291 
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years of proof! 





Telefilm'’s claim of superior color duplicating is not a 
matter of wishful advertising copy but is actually based 
on nearly two decades of unequalled printing excellence. 
This unmatched quality, not unsupported words, is what 
holds enthusiastic customers in al] parts of the world. 
Here is proof. For seventeen years they have demanded 
the best and gotten it . . . balanced color prints and 
sparkle on the screen. This unsurpassed color reproduc- 
tion can be YOURS at no extra cost. 





Use Telefilm’s “complete services under one roof” 


for your next production. End the delay of “shopping around” 


and save costly time. Do what others are doing . . . 


TELEFILM 


discuss your film needs with us. 
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6039 Hollywood Bivd. @ 
Telephone HOllyywood 9-7205 


Hollywood 28, Calif. 


A LEADING 16mm MOTION PICTURE TECHNICAL SERVICE SINCE 1938 
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DEVELOPING TANK 


* Processes up te 200 Ft. 
¢ 8mm-i6mm-35mm 

© Movie—X-Ray—Microflim 
* Motor driven portable 

* Tough plastic tanks 

¢ Uniform Density Assured 
* 70mm tank also available 


FILM DRYER 

© Motor driven—Heated 

© Speedy drying 

* Automatic shrinkage allow- 
ance 

© Stainless steel and 
aluminum construction 

* Easily assembled without 
tools 

* Compact, Portable 


Guaranteed. Write for Free Literature. 
Dept. AC 


Micro Record Corp. «7:s\%~. 
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fore the narration begins, I start fadin 
the music and release the foot switch on 
the narration recorder 3/4 second ahead 
of the point where the narration is to be. 
gin. The first section of the narration is 
recorded and then all machines are 
stopped. The next section of narration 
with its accompanying music is made 
ready for re-recording. But before this 
is begun, the previously recorded section 
is backed up in the “202” projector, 
then played back. The projector js 
stopped sharply (by clutch release) just 


_ as the last word of narration is heard. 


| then 


I ther; place the main volume control of 
the “202” at its lowest point (being 
careful not to shut it off completely) 
switch the control 


J 


lever from 


| “Play” to “Record.” I press the “Ree. 
ord” button, place the volume control 
| back at normal level, then by means of 
the small hand-set knob on the front of 


the projector, I back the film up three 
or four frames. When the “202” is 
again started, the click produced by the 
“Record” switch will be automatically 
erased. 

I start the “202” and the music tape 
recorder simultaneously, setting the vol- 
ume control on the latter at a low point, 
then fade-in the volume to its proper 
level. In the event I make an error in 
bringing in the succeeding musical 
number or botch up bringing in the 
next portion of the narration, I need 
merely go back to the last few words of 
the previous narration and start from 


| that point. 


At the end of the film—where the mu- 
sic must end exactly right—I use a stop 
watch and time the length of the film 
to the fadeout of “The End” title. | 
place “finale” music of comparable play- 
ing time on the recorder, always remem- 
bering, of course, to make allowance of 
3/4 second to get the “202” up to speed, 


_ and also to fade-in the “finale” music. 


In following the method outlined 
here, if the film is a lengthy one, I find 
it best to plan a fadeout and a fadein 
in the middle, with the narration ending 
at the beginning of the fadeout, then re- 
suming again after the fadein is com- 
pleted. The fades should be at least 40 
frames in length. In this way, it is pos 
sible to cut the film into two parts for 
easier handling, then join it together J 
again. 

There are a number of advantages to 
using tape recorders as against direct 
recorder via the magnetic-recording pro 
jector. In the event film is damaged 
during projection at any time, the dam- 
aged section can be snipped out, and 
the sound for the remaining footage of 
that scene re-recorded without having to 
call back the narrator. The original nar- 


| ration stored on tape serves instead. 


It is easier to maintain uniform levels 
in the recordings, especially where re 
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aboratories offer fast magnetic 


Magna-Striping” for all 16mm films! 


Byron Labs 
1226 Wisconsin Ave., Washington, D.C. 


Colburn Labs 
164 N. Wacker Drive, Chicago 6, Illinois 


Consolidated Film Industries, Inc. 
959 Seward Street, Hollywood 38, California 


Animex 


Nieuwe Gracht 7, Haarlem, Holland 


Sathaporn Cinema Co. 
2196 Tung Mahamek, Bangkok, Thailand 


Reeves Soundcraft 
671 Hope St., Springdale, Conn. 


Here’s real striping. Striping that will never soften 
and come off because of projection lamp heat. 
Magna-Stripe has the original balancing stripe. 

And more: Magna-Stripe is the only magnetic 
striping used on Cinemascope films produced by 
major Hollywood producers. Soundcraft won an 
“Oscar” for this process in 1953. 


Three sizes of Magna-Stripe are available: 


25-mil Magna-Stripe for double-perforated 
silent film 


50-mil Magna-Stripe for both magnetic and 
photographic sound 


100-mil Magna-Stripe for all-magnetic 
sound track 


FOR EVERY SOUND REASON 


aceves SOUNDCRAFT cone 


10 East 52nd Street, New York 22, N. Y. 
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The World's Largest Variety of Cameras and Projec- 
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provements as used in the Hollywood Studios. 
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HOLLYWOOD CAMERA EXCHANGE 
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®@ Hollywood, 


PHOTOGRAPHIC 
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PELLEGRINI 


VARIABLE SHUTTER 
FOR THE BOLEX 
AND H-16 


The real an- 
swer to com- 
plete FADES 
and LAP DIS- “]} 
Faster shutter speeds } 





UNITS 
H-8 











SOVLES. 
ond many other advantages. 
Prices for all camera models 







H-8 or H-16 within U. 
$99.60. Tax extra. One year 
gucrontee and camera trans- 
portation back included. Send 
for free informative booklet. 
Prices subject to change 
without notice. 
TULLIO PELLEGRINI 
1545 Lombard St. 
Sen Francisco 23, California 
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Plastic computer for 
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screen. A time saver. 
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(Delivered in U.S.A.) 
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| to the galleries’ color expert for evalua- | 





cording is done in sections, as outlined 
above. So often in direct recording 
through the “202” magnetic projector. 
the narrator may pause for a drink of 
water, and the following section of nar. 
ration may be at a different level, 
Where such recordings are on tape, jt 
is possible to adjust the volume levels 
as re-recording takes place— indicating 
the correct volume levels on a cue shee 
for guidance. 

Once you acquire the necessary re. 
cording equipment, it is advisable to 
spend some time in making trial tests, 
Tape can be erased and used over again, 
so there is no problem of cost there. 
And the same erasure-re-record factor 
holds true with sound-striped film. So 
it is a simple matter to take any one of 
your old films, have it sound striped, 
then prepare and record narration and 
music for it. Competence will increase 
with each successive recording, especial- 
ly as one becomes familiar with use of 
the equipment and the various controls, 





INSERT CINEMATOGRAPHY 
(Continued from Page 29) 


We made our first test transparencies 
locally. Actor Edward G. Robinson and 
film producer William Goetz, both art 
collectors owning rare and valuable Van 
Goghs, gave us permission to come into 
their homes to photograph the paintings. 
The results of these first Ektachrome 
transparencies were sufficiently promis- 
ing to send me to New York where, in 
the famous Wildenstein Galleries, | 
photographed a great many more Van 
Goghs. The transparencies were proc- 
essed in New York and then submitted 


tion. He declared them perfect repro- 
ductions. 
With these additional transparencies 


to work with. I returned to the studio | 


and there began the next step—that of 
designing the necessary equipment for 

















































































photographing the Ektachromes with a 
| CinemaScope camera. In the meantime, 


two still photographers were assigned to 
photograph the transparencies necessary 
for the production, They were Ed Bag: 
ley, who covered New York and other 
eastern cities, and Dave Boulten, from 
M-G-M’s London Studio, who was as 
signed to photograph certain Van Gogh 
art in European cities. Boulten was firs 
brought to Hollywood where he was 
coached in the photography and lighting 
techniques which we had developed for 
making the Ektachromes. The result of 
the combined efforts of these two men 
to date is a file of several hundred 8" 
by 10” Ektachromes which are valued 
at well over a quarter of a_ million 
dollars. 
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Each Van 
graphed in 


morphic le 


two ways: first with an ana- 
ns combined with the cam- 
era lens, and then with the regular cam- 
era lens alone. The Ektachromes made 
with the anamorphic lens were photo- 
graphed thus to enable us to compress 


the vast expanse of large rectangular | 


. ld 
‘ctures on the available area of an 8 


by 


lens replaced the CinemaScope lens; 
“unsqueezing” of the anamorphic image 
‘s then automatically taken care of in 
projection. 
Incidentally, it should be mentioned 
here the importance of the special light- 
ing technique which we developed for 
photographing the transparencies. It is 
different than would normally be used 


in photographing an actual painting | 


with a motion picture camera. The 
paintings have to be given very careful 
lighting to enable the camera to capture 
the realistic details of the brush strokes, 
the thick paint, and texture of the can- 


vas. Once we get all this on a trans- | 


parency, we are in a position to trans- 
fer the picture to motion picture film 
with greater realism than any other 
method can afford. 


In photographing Van Gogh etchings | 


and charcoal drawings on Ektachrome 
film, new problems confronted us, espe- 
cially where we wanted to reproduce 
the art in its original size for props and 
set dressing material. These works 
failed to register on the Ektachrome 
color film in all the gradations of greys 


and blacks that were in the originals. | 


So a somewhat complicated process was 
developed for making the enlargements 
which involved a combination of photog- 
raphy, photostat, and silk screen process. 

First we shot the black-and-white art 
with Ektachrome, then made a dupe 
negative which is used in the first step 
of the photostat process. The original 
Ektachrome was then printed by projec- 
tion over this initial exposure. After 
the print was processed, the silk screen 
method was then employed to add the 
necessary highlights. With each step 


in this process carefully controlled, we | 


were able to reproduce the art with all 
the fine gradations inherent in the orig- 
inals, 

The accompanying photos show the 
equipment which was erected in the test 


laboratory of the camera department of | 


M-G-M studio, and by which Ekta- 
chrome transparencies are presently be- 
ing photographed on motion picture 
film. It enables us to photograph the 
transparencies wholly or in part, in de- 
tailed closeups or in scanning or dolly- 
ing movement of the camera. The cam- 
fra 1s provided with but two movements 
—forward and backward -making it 


Gogh painting was photo- | 


10” negative. When such Ekta- | 
chromes were photographed later with 
the motion picture camera, a regular | 
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“AURICON PRO-600” 


The cost is small, when you trade in your old 






equipment on a versatile PRO-600 at Gordon 






Enterprises. Take advantage of our high trade-in 






allowances to increase your production capabili- 






ties with this dual-purpose equipment! Use the 






self-blimped Auricon PRO-600 for double-system 






recording. (Your mike will never hear the whisper- 
quiet whirr of the camera.) Or use the PRO-600 
for single-system production, exposing the sound 

















track in the camera as the footage is shot. 






Either way, the PRO-600 is the camera you need 






for versatility and remember, we will give you 
the HIGHEST TRADE-IN. 
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PICTURE CAMERAS AND PRODUCTION EQUIPMENT 


5362 North Cahuenga Blvd 
North Hollywood, Calif. 
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possible to dolly in and out on a paint- 
ing, where desired. To scan a painting 
—that is, as it would be done with the 
camera moving laterally, or up and 
down—the painting itself is moved in- 
stead in the desired direction by the 
camera assistant operating a set of con- 
trols which are pictured on page 28. 

The basic apparatus consists of a sta- 
tionary metal table on which are 
mounted two tracks to take the cradle 
holding the Mitchell 35mm _ camera. 
Contact with the tracks is by friction. 
Rollers, wheels, and ball bearings were 
eliminated as it was found they induced 
a minute amount of vibration in the 
camera when it was moved. The for- 

CAMERA CRAFT fun a’ henvats ward and reverse travel of the camera 
6764 LEXINGTON AVE. @ HOLLYWOOD | | on the table is by chain drive activated 
Phone HOllywood 3-6856 ! | by hand crank and a two-speed gear 

— — | box. 

As the camera moves toward or away 
from the subject photographed, focus is 
changed automatically by a special slid- 
ing cam arrangement coupled to the lens 
gears. Mounted on rear of camera is a 
scale plate and pointer which guides the 
operator in making lap-dissolves. Be- 
cause it is essential to maintain absolute 
| control over the fidelity of reproduction 
| of the paintings, the lap-dissolves are 
done in the camera instead of in the 
laboratory, as is customary with other 
production footage. 

One of the important developments 
was the designing of a special auxiliary 
or “closeup” lens, which is mounted in 
front of the CinemaScope lens on the 
camera. This enables us to photograph 
with infinite sharpness minute areas of 
the Ektachrome transparencies. 





























It's easy with the 


In photographing the Ektachromes 
with the motion picture camera. they 
are placed in a holder mounted on q 
vertical framework. By means of a dual 
control system similar to the tilt and 
pan controls of a conventional camera, 
the Ektachromes can be moved North. 
South, East or West or diagonally by the 
operative cameraman to permit the cam. 
era to scan them in detail. Above the 
controls is a slate on which marks are 
chalked as a guide for the operator han. 
dling the controls. Often during the 
filming of a painting calling for this 
lateral movement, the zoom or dolly 
movement of the camera will also he 
employed to give additional scope to 
the reproduction. 

The Ektachromes are __ indirectly 
lighted from the rear by illumination 
from a huge incandescent lamp cast by 
a white surfaced reflector. During the 
photography, the cameraman keeps close 
check on the illumination for color tem. 
perature, as this is most important to 
obtaining fidelity of color in the paint. 
ing reproductions. Exposure readings 
are taken by holding the meter close to 
the transparency. 

So successful have been the results 
achieved to date with the “Ektachrome 
Process” that plans are presently under- 
way to extend its use to future M-G-M 
productions. We have found that where 
printed matter or art work of any kind 
is to be reproduced in color on the 
screen, that this process enables us to 
reproduce it better and with greater 
fidelity to the original than any other 
method yet employed. 





MERCER FILM PATCH 


Descriptive Chart & Price List 
Mailed on Request . 
The new Metro-Goldwyn-Mayer Cine- 


R.C MERCER & COMPANY | maScope production of Irving Stone’s 

4241 Normal Ave., Holywood 29, Calif. famous novel about the painter Vincent 
ay See van Gogh, “Lust for Life,” has an addi- 

tional star on its roster, the new high 

____—_— | speed, fine grain, Ansco Color Negative 

In the classified ad columns, you'll find | | motton pocware film which is being used 

BARGAINS GALORE for the first time and under the most 
in | | exacting conditions possible. 

















New and Used Equipment Starring Kirk Douglas as Van Gogh, 
* — and Anthony Quinn as Paul Gauguin, 
A @eed lace fer Yeu the action sequences were photographed 
to Sell, too! | mostly in Europe—in Holland, Belgium 

RATES ARE LOW—ONLY _and France, where the artist lived. 
10c per word and up. Filmed in the towns and countrysides 








_ where he actually lived and worked, 
= 7} ° “Lust for Life” is the story of Vincent 
he Yr hier ERS, Van Gogh and of the people in his life 
( Be ha (a Wide Uss who both help and hinder his progress 
Ta reduce cagtlial end cide eliaihs along his chosen path of creating paint- 
in daytime + fog scenes «diffused focus | ings now treasured as the world’s 

and many other effects. greatest. 


Information mailed on request. ‘ ° 
onumee sili nlicainomaes The first use of this new material, 
ORIGINATORS OF EFFECT FILTERS which has since been further refined to 


ee ee Om. its present high speed and even finer 
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M-G-M's “‘Lust For Life’’ Shot on New Ansco Color Film 


grain, took place in 1951, when MGM 
started production on “The Wild 
North,” starring Stewart Granger, Cyd 
Charisse and Wendell Corey. This pic- 
ture was released in early 1952 and not 
only received great critical acclaim but 
also reaped an Academy Award for 
Ansco in 1953. The Award was given 
to Ansco for Negative-Positive color 
process as a major contribution to cine: 
matography. 

An advantage to the industry is the 
fact that Ansco Color Negative film can 
be shot with the studio’s own equipment, 
which is also used for black-and-white 
film production. Processing of | the 
Ansco film can be handled on the 
studio’s own processing equipment 
with only minor modifications. This 
means rather considerable savings it 
costs since the studio can do the whole 
job on a color production, including 
shooting, processing, duplicating and 
every step between, using its own tech- 
nical and laboratory personnel. 
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PHOTOGRAPHING TESTS 


(Continued from Page 25) 


American Cinematographer. The setting 
was a beautiful storybook-type garden, 


lush with greenery of every sort. lt was | 


essential that the full beauty of the set- 
ting register with the utmost fideliy. 


However, our pre-production tests 
proved quite disappointing. To remedy | 


the situation, it became necessary for the 


set dresser to paint the leaves of many | 
of the shrubs to enable them to register | 
‘n the desired colors on film. Obviously, | 


a number of separate “trial and error” 
tests were necessary before the right col- 
ors were found. 

Pre-production testing often extends 
to location sites, where some special or 
unusual effect is desired in the photog- 
raphy. Such an instance occurred in pre- 
paring “The Swan,” which followed the 
completion of “Kismet” at M-G-M. For 
this production an important night sé- 
quence was scheduled and it was decided 
to shoot it “day-for-night”—that is, pho- 


tograph it in daylight, using filters over | 


the lens to give the illusion of night. 
Sometimes such efforts can be very un- 
convincing, and ‘t was for this reason 
that we decided to employ something 
new in the way of special filters and a 
new reflection material which we placed 
over windows of buildings and in the 
head lamps of a locomotive and several 
carriages. 

The sequence was scheduled to be shot 
on location some distance from the stu- 
dio and for this reason our pre-produc- 
tion tests were staged on the back lot at 
M-G-M. Several new filters were tried 
in the tests, resulting in one being se- 
lected which studio technical heads have 
said produced the “finest ‘day-for-night’ 
scenes yet seen on the screen.” Enhanc- 
ing the realistic effect was the reflective 
material, previously mentioned. Used 
over the windows, etc., it had the effect 
of “burning through” the subdued effect 


created in the scene by the filters, giving | 


@ most realistic night-time illusion. 

In photographing pre-production tests, 
we always employ full camera crews and 
whatever grips, electricians, etc., are re- 


quired. On the makeup, wardrobe, hair | 


dress and talent tests, we invariably em- 
ploy two cameras—one set up for close- 


ups, the other for medium or long shots. | 


Separate lighting is arranged for each 
camera, controlled by separate switches, 
so that when we switch from one camera 
to the other, there is not the problem nor 
the delay of changing the lighting. 

_ Pre-production test periods may run 
into weeks or even months, depending 


upon the problems encountered or the | 


lavishness of the production. Also we 
have a problem today of so many of the 
top stars being employed in other studios 
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Special Effects Optical Printers 
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e ANIMATION 

e TITLES 

e STILLS 

e CARTOONS 

e TRICK PHOTOGRAPHY 


e INDUSTRIAL MOTION PICTURES 

e EDUCATIONAL MOTION PICTURES 

e TV MOTION PICTURES 

e ENTERTAINMENT MOTION PICTURES 















































ANIMATION AND SPECIAL 
EFFECTS CAMERA STAND 
Model No, 111-E 


An intelligent approach to today’s 
problems of TV commercials. It is 
made to serve the multiple tasks of 
the animation field to take angle 
shots and zooms, matching zooms, 
spinning, as well as countless other 
photographic requirements. We man- 
ufacture a complete range of styles 
and sizes. 





OPTICAL PRINTER FOR 


SPECIAL EFFECTS WORK 





Will print 4 times reduction to 
4 times enlargement in one 
continuous zoom. Complete au- 
tomatic focus. Many combina- 
tions of movement and optical 
effects available. 





WRITE FOR COMPLETE LITERATURE 


Heodquorters for Professional Photographic Equipment Since 1920 


(CPS) J. G. SALTZMAN, INC. 


SALES DISTRIBUTORS for CAESAR MANUFACTURING, INC 





480 Lexington Avenue, New York 17, N.Y 
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DUNNING MAGIC DOT 
PRINTER CUEING UNIT 


COMPRISES—(1) Supply of high-conductive Anson- 


made pressure adhesive tape . . (2) Special 
punch for cutting, affixing and positioning Magic 
Dots to film edge . . . (3) Roller contacter to 
instantly fit Models **D'’ or “‘J'' B&H printers . . . 
(4) Electrical control box for activating light change 
and fader impulses. 


installation 
without 


Consolidated Film Industries’ 
reports “Over 90,000 changes 
a mise.” 


Complete 4-part unit, $360.00 


Also single frame 
tripping devices for 


TIME LAPSE PHOTOGRAPHY 
Battery or AC operated. 


RESEARCH CO. 
North Hollywood, Calif. 


ANSON 
4337 Clybourne, 





POPPE 


Video Film Laboratories 
is now located at 


350 West 50th Street 
New York 19, N. Y. 


TELEPHONE: JUdson 6-7196 


4 


Complete 16mm laboratory service 
for Producers using the 
Reversal Process 





Also 16mm Negative and Positive 
developing. 


* 


WRITE FOR PRICE LIST 
Established 1949 














or in television and we must wait the 
completion of their outside assignments 
in order to make the necessary tests for 
their coming commitments at M-G-M. 

A given test shot may run any length, 
and depends upon the wishes of the di- 
rector or perhaps the director of photog- 
raphy. Sometimes we may shoot as many 
as 60 tests on wardrobes alone, and these 
invariably require the use of both cam- 
eras in order to record for the screen 
the proper perspective. Very often a 
dress, gown or costume photographed 
closeup will look quite different when 
photographed “full figure” in a medium 
or long shot. 

Needless to say, the time and money 
spent in pre-production tests actually 
saves considerable time and money later. 
once we start shooting the production 
proper. When testing has been adequate- 
ly and carefully done—and evaluated— 
there are rarely any costly interruptions 
for changing makeup, hair styles and 
costumes after the first day’s rushes are 
screened. All this has been settled once 
and for all, with the approval of all con- 
cerned, And only in very rare cases, and 
often after considerable deliberation, are 
any deviations made from the “norms” 
established by pre-production tests. 





TOO AMBITIOUS FOR 8MM 


(Continued from Page 36) 


matic use of illumination, also a subject 
that could project powerfully as a silent 
vehicle without the intrusion of sub- 
titles. Sal selected the universally 
known story of Christ’s nativity. This 
was filmed in its entirety in our sub- 
basement with sets and costumes that 
we designed and executed, and with a 
cast selected from among friends and 
family. Sincerity, dignity and simplic- 
ity with a strong accent on mood were 
the concepts upon which we based our 
effort. Make-up, costuming and illumi- 
nation were the tools we employed. The 
film was set to simple Christmas music 


_ and was ready for showing during the 


holiday season. It was not until the fol- 
lowing January that we discovered and 
joined a movie club and began seeing 
the work of other amateurs. Only then 
did we discover that we had attempted 
and achieved something unique and re- 
garded as very difficult to bring off. 
Since then “The Nativity” has won 
honors in four international amateur 
film competitions. 

Realizing that our goals were far too 


_ ambitious for 8mm, in the spring of 


1953 we purchased a 16mm Bolex and 
had it equipped with a Pellegrini vari- 
able shutter. This was an essential ac- 
cessory, for all our speical effects are 


| created in the camera on the original. 
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It was then that we selected for our sec- 
ond venture “The Fall of the House of 
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Usher.” The mood qualities and dra. 
matic content of the story rendered it 80 
irresistible to us that the enormous diff. 
culties inherent in the vehicle from the 
amateur production standpoint became 
a challenge rather than a deterrent, To. 
gether we read and analyzed the story 
until we were in complete accord on its 
character and _ psychological implica. 
tions, as well as upon the manner of 
interpretation. This method of working 
was followed throughout the entire 
scripting operation. Sal did the actual 
scripting, but it was the product of our 
unified thinking. He feels that the trans. 
lation of this tale into a shooting script 
was the most monumental task of the 
entire endeavor. 

When the script was complete I wrote 
the narrative, retaining much of Poe's 
language, and keying all additional nar. 
rative to his very individual style. The 
result was a unified narrative that car- 
ries the mood of the piece audibly while 
the film unfolds it visually. The nar- 
ration is in the first person spoken by 
the friend; but the voice is that of Sal 
Pizzo. In this picture the speaking of 
the narrative becomes a dramatic per- 
formance. 

Sal portrayed the difficult role of 
Usher. For the other roles we selected 
three friends from our movie club who 
had dramatic potentialities and the de- 
sired outward characteristics for their 
roles. Harry Ruffner had the physical 
attributes suitable to the strange and 
rather sinister butler. Rose Pellegrini, 
with her enormous dark eyes and long 
dark hair, was cast as Usher’s tragic 
twin sister. Tullio Pellegrini had the 
physical appearance essential for a dra- 
matic contrast with Usher, plus the ex- 
pressiveness of countenance and quick 
intelligence which we knew to be essen- 
tial for this sustained and exacting role. 
None of these people had had any dra- 
matic experience. Under Sal’s direction 
they turned in sincere and sensitive per- 
formances. The professional quality of 
the performances is due to the fact that 
people with good potentialities were di- 
rected to underplay their roles, and to 
react rather than to act. 

The principle settings were in our 
home. With borrowed pieces of antique 
furnishings and the use of drapery and 
home-made flats we transformed a mod- 
ern living and dining room into im 
teriors suitable to the period and char- 
acter of our vehicle. Again our sub 
basement became a setting, this time for 
the dungeon burial chamber. The wide: 
angle lens, the dark draperies and the 
low-key lighting created the illusion of 
space which we did not have. 

As I shall explain in my article next 
month, illumination was a paramount 
concern. The costumes were designed 


and executed by myself. Ingenuity be 
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Convert Your Auric 


; to 
Cine- Voice ©. 
Pro es cag Magazines 





The most satisfac- 
tory custom conver- 
sion to use all film 
rolls from 50’ 
through 400’ with 
magazines of either 
Bell & Howell or 
Mitchell type for 
direct sound record- 
ing on 16mm. Your 
camera is entirely 
rebuilt, refinished 
and converted, or 
we can supply com- 
plete new units on 
order. 

Thoroughly tested, approved 
and in use by major TV 
stations. . 
® Magazine will accept up to 500’ bulk-loaded film. 
Signal light tells when camera is running 

Direct drive—no lag or speed-up of film travel 
Veedor reset-type footage indicator built in. 
Built-in filter slot with 2 filter holders 

We use no external motor drive! 

Built-in camera phone-jack for monitoring sound. 
Exclusive ball-bearing shaft magazines. 

Canon lock-on plugs for all sound cables. 


Convert Customer-Owned Camera 
less Magazine 
WRITE FOR LITERATURE 


HAROLD'S Photography & TV 


308 South Phillips, Sioux Falls, S. D. 


Now!A 400ft. Magazine 
For Your BOLEX H-16 


Complete 
with 
Synchronous 
Motor 
and Base 


Includes 
Installation 
and 
Case 


Permits continuous 400 ft. run of 16mm film— 
the 200 ft. daylight loading spool may be used 
in the 400 ft. magazine. The 100 ft. spool can 
be used in the camera without removing ex- 
ternal magazine. Fully guaranteed. Can YOU 
shoot a continuous wrestling match, prizefight or 
football game? if not write for complete in- 
formation or see your Bolex dealer. 


Ask about our Rack-Over 
Camera Base and 


Synchronous Motor. 
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begun in June of 1953. The film was 
completed with its sound track in July 
of 1954. Working in one’s spare time 
with every detail of setting, costuming, 
etc., to be done by the producers before 
the camera can grind is a slow pro- 
cedure. The longer sequences were 
filmed over week-ends, these sessions 
never breaking up before 3 or 4 o'clock 
in the morning. 

In our first film, “The Nativity,” we 
had an extremely sympathetic subject. 
When we chose “Usher” as our next 
vehicle, we were fully aware of the un- 
sympathetic nature of our story. We did, 
however, through our own understand- 
ing of the central character, Usher, en- 


| deavore to portray him not as a melo- 


dramatic monster, but as a strange and 
haunted human being caught in the 
tragic web of heredity and environment. 
This interpretation does get through to 
the audience. Although the film was 
made with a more discerning group in 
mind, we have discovered in several 
large showings that it has enough in- 
gredients at the various levels to grip 
and move any audience. Its reception 
has richly justified our belief in the 
principles of sound theater. People 
shudder at the mention of Poe, and cer- 
tainly the larger segment of any au- 
dience would prefer not to be shown the 
morbid depths of life. We have given 
them Poe and led them to share his 


| dark and haunted world. We have had, 
| therefore, the wonderfully gratifying ex- 
| perience of putting something of our- 


selves into a work and seeing it come 
out powerfully in the finished product, 
the doubly-rich experience of creating 
and of communicating. 





AIDS TO 16MM CAMERAMAN 


(Continued from Page 30) 


sequence was a shot looking into a home 
lit with warm-colored light, while the 
foreground prop representing the side 
of a cabin or a contemporary home was 
lit with blue-filtered lamps. 

Spotlights are preferred to floods for 


_ this work because the light may be con- 
trolled and masked off more precisely. 


It’s even convenient to have the white 
light coming from spots, too, so it may 
be kept from washing out the color 
effects. 

Occasionally useful is the device of 
“pinpointing” into the scene a few color 
Here the scene is lit with 
unfiltered lamps plus a few small spots 
with deep-colored gels over them. Glass- 
ware, white-enameled items, and elec- 
tronic assemblies are among the sub- 
jects benefitting from this treatment. 

Cinerama, with its audience-participa- 
tion effect, has influenced more than the 
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technical side of movie making. Travel. 
ling shots appear in 16mm films rather 
frequently these days, taking viewers 
along for all kinds of rides. Seldom 
does an airplane film omit flight scenes, 
unless it’s strictly a technical job, Rail. 
road pictures present scenes taken from 
the locomotive of the track ahead, even 
if the paying passengers never get such 
a view. 

Factory pictures are enlivened with 
shots taken with the camera traveling 
along assembly lines, while a mining 
film generally tempts the photographer 
into setting his camera on the front of a 
mine locomotive. Film sponsors realize 
that these shots are more than good 
entertainment—key information is often 
given by the narrator during such se 
quences. Facts that might ordinarily be 
difficult to fit in with other shots may 
be presented during the traveling ¢. 
quence. 

One industrial photographer showed 
real ingenuity in devising traveling 
shots for a lumber picture. For the saw. 
mill sequence, the Cine-Special was 
mounted on a giant log for a close 
vantage of the bandsaw at work. The 
photographer already owned a small 
wooden platform, about 12x18”, that 
he had previously made for such shots, 
On it was fastened a hi-hat camera 
mount, which takes a regular pan head 
from the tripod. Simply nailing the 
platform to the log, a proper distance 
from the sawblade, gave the desired 
view. For mounting the unit horizontal- 
ly on walls, two 2x4’s cut at a 45° angle 
at both ends for props are carried. 

To protect the camera as the log was 
whipped back and forth near the blade, 
the log carriage operated at 1/3 normal 
speed and the camera turned over at 
only 8 frames per second. 

Raw lumber in the form of boards 
leaves another part of the mill on a 
chain drive, and the cameraman there 
obtained permission to set a_ triangle 
and tripod on the moving line. The re 
sulting shot, along with on-the-scene 
sound effects, gave an excellent climax 
to an already impressive sequence. 

Automobiles offer many advantages 
for traveling shots. A photographer for 
a church film set his camera on the back 
of a station wagon for getting pictorial 
views as the car moved. A series of dis 
solves built an interesting moving s¢ 
quence to allow the narrator to interrupt 
the dramatic action. 

Forward views of moving scenery cal 
be accomplished by mounting the cam 
era platform securely on the fender o 
hood of a car. Lowering the tire pres 
sure slightly will give a cushioned ride 
and result in a smoother picture. | 

Scenes taken through the windshield 
have been made easier with a device 


called the Autopod, selling for $57.50. 
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COLOR FILM PROCESSING MACHINES 


They're off the drawing board and already in 
production .. . an amazing group of 16mm and 
16/35mm COLOR Film Processors. 


The same engineering skill and production 
“know-how” that established Filmline Process- 
ing Machines for 16mm and 16/35mm Nega- 
tive-Positive and Reversal Film as the standard- 


bearers for the industry . . . that earned the 
plaudits of government agencies, leading TV 
stations and processing laboratories . . . is now 
ready to meet the exacting demands of an in- 
dustry with an extraordinary future! 


And most important, prices will be lower by 
far than anything heretofore seen on the market. 


Want to know more 
about it? Write to 


ee Cod 
Filmiline COFrp. MILFORD, CONN. Dept. 12A 





an i . . { 
However, home-built rigs also do very | 


well, and can be designed to use Quick- 
Set >- other tripod heads. I have seen 
tray. pictures taken through the wind- 
shield, where otherwise the subjects 
might have objected to being photo- | 
- graphed. Mountain roads look especial- | 
ly good in this type of scene. 

Two techniques that might be dis-| 
cussed together are limited animation 
and stills in movie filming. They aid 
in getting more results from each film- | 
ing dollar spent—an important matter | 
to 16mm producers. 

“Limited animation” covers a variety | 
of devices to escape the expensive proc- | 
ess of drawing a new cell for each frame 
of the picture in normal animated work. 
Most of these methods originated with 
the big TV commercial film producing 
organizations, were then adopted by the 
smaller producers for local and regional 
clients. Having studied the possibilities, 
many companies lacking an animation 
artist are able to produce on order ac- 
ceptable animated commercials and se- 
quences for instructional films. 

_ Animating a figure or object by mov- 
ing a cutout of it over a background be- 
tween each frame has served for count- 
less pictures. On a national basis, the 
method is seen in wine commercials pro- 
duced in San Francisco. Bottles of wine, 
trademarks, slogans, and cartoon vint- 
ners and customers whisk about the 
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Producers 
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JUNIOR TRIPOD DOLLY 


This collapsible three-wheel tripod dolly is 
especially designed to meet the demang 
for convenient mobility of cameras on loca- 
tion or in the studio. 

Dolly can be used with any professional or 
semi-pro tripod 

The tripod is fastened firmly to the dolly 
by a clamp at each leg tip. 

The special individual caster locking system 
mokes it possible to lock either two or 
three wheels in a parallel position, enabling 
the dolly to track in a straight line for 
rolling dolly shots 

Dolly folds quickly into a single compact, 
easy-to-caorry unit, 23 inches in length, 
weighing 14 Ibs. 
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and furnish background scenes, 


| amateurish, 
| clock manufacturer, has a new series of 
| commercials 
| mensional” paper figures that may be 


| screen for 20 seconds or a minute. 


For local clients, cost-cutting pro- 
ducers have adapted the same tech- 
niques with excellent results. Frequent- 


ly the film maker is even spared the 


necessity of supplying art work. Adver- 
tising agency artists may draw the car- 
toon figures, letter the necessary slogans, 


The 


cameraman discovers he’s an animator 


| after shifting the figures for his single- 


frame exposures. Very-low-budget as- 
signments often dispense with the ad 
agency, and the filming group calls 
upon a freelance artist. 

Another effective animation device is 
to use jointed cut-out figures. Care is 
needed to keep the action from looking 
One national advertiser, a 
scheduled with “214-di- 
moved. It is a good bet that similar 
films will appear for local sponsors. 

Large and small producers alike 
make frequent use of pop-ups. Here, 
the camera is stopped and an_ item 
placed in the scene before it is started 
again. Any number of pop-ups may ap- 
pear in a few seconds. No new device, 
the trick was seen in films made around 
the turn of the century. 

Still photos play a part in economy 
TV commercial filming. If several 
good stills are on hand, a location trip 
can often be avoided. Movement is sup- 
plied by animating trade names and ad- 
vertising slogans over the photos and by 
zooming the camera in and out. Good 
20-second commercials for used car 
dealers, department stores, dry cleaners, 
and restaurants have been produced this 
way. 

When the budget is limited, the re- 
sourceful and imaginative industrial or 
TV film cameraman familiar with the 
latest corner-cutting techniques can de- 
liver a job that is the equal of any put 
out by the well-equipped studio. 





PREPARING THE SCRIPT 


(Continued from Page 34) 


are serious faults that slow a film down 
and defeat its purpose. 

Most audiences expect ideas to be pre- 
sented with variety and force. It is not 
enough, therefore, merely to place the 
facts upon the screen. The approach 
must stimulate imagination with a varie- 
ty of treatment, and at the same time 
forcefully present the subject matter. 

Audiences have a natural curiosity 
regarding the locale and the characters 
portrayed in a film. A_ well-written 
script, therefore, will satisfy this curios- 
ity by clearly establishing the locale 
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as well as presenting enough detail to 
clearly identify each character and 
make clear his relationship to the story. 

Many film-makers, in plotting a script 
for filming, feel that a script must be 
full of odd and unique situations. Acty. 
ally, it is highly improbable that any 
film situation today is enitrely original, 
An audience will be more impressed 
with the freshness of the approach used 
in presenting a situation. 

A good script doesn’t “just grow.” 
Rather, it evolves through a series of 
steps from the original idea to the ac. 
tual diagram for production which we 
call the shooting script. Perhaps in the 
simplest form of film making—the home 
movie—all the steps of production and 
of script writing are not necessary. But 
in every other type of picture, whether 
it be a documentary or a feature, a 
much better script will follow a definite 
plan of preparation. 

Let us assume that our idea for a 
film has been established. The next step 
is to sketch briefly the outline of the 
story that is to be built around the idea. 
This is called the synopsis, and it may 
take the form of either a plot outline 
or a short prose summary of the story. 
The important thing to remember about 
the synopsis is that it treats only the 
basic plot of the film; it does not deal 
with the cinematic approach or any of 
the production technyalities. The syn- 
opsis is the stage at which the story is 
organized, or revised until it is correct 
in terms of what the producer wishes 
his picture to convey. 

After the synopsis is approved and 
the story values have been established, 
the script writer can then take the story 
and set it down in the broader, more 
detailed form that we call the treatment. 
This is a more-or-less full exposition of 
the story, written in narrative form and 
including essential action and dialogue 
(in content, if not in final form). In 
addition, the treatment gives general 
suggestions as to the cinematic approach 
to be used in intepreting the various 
parts of the story. It suggests the scope 
of the film, the amount of production 
value involved, and various technical de- 
vices that will aid in putting the story 
across on the screen. 

When the treatment is completed, it 
should be studied by all the technicians 
who will be involved in producing the 
film, and who can then get together in 
story conferences to discuss the film, 
make any necessary decisions, and de- 
cide whether the picture as presented it 
the treatment can be shot with the fa 
cilities available. 

Once approved, the treatment is then 
broken down, refined, and re-written in 
scenario form. (The scenario is also 
often called the screenplay, continuity, 
or shooting script.) The scenario is 4 
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language of the story scheduled for pro- 
duction. It is an elaborated breakdown 
of the treatment into actual scenes and 
sequences, with the action and dialogue 
clearly stated or defined. It supplies a 
good deal of information for the produc- 
tion technicians with regard to camera 
set-ups, locale of scenes, costumes, set 
decorations, lighting, etc. Moreover, the 
scenario points up the action, elaborates 
on the characters, includes little bits of 
“business,” and suggests variations in 
pace and tempo. In short the scenario 
is the detailed blueprint of the film to 
be shot. 

One of the most important factors in 
any scenario is continuity. This is the 
inter-relation of separate scenes and se- 
quences, blending them together to form 
a unified cinematic pattern. If a screen 
story “hangs together” well and _pro- 
ceeds smoothly from one phase to an- 
other without abrupt breaks in connec- 
tion or meaning, we say that it has | 
smooth continuity. | 

In simpier form, the term means that 


highly detailed description in technical | 
| 
} 
| 





| 
a good script has a beginning, a middle | 
and an end—each a separate phase of | 
the story but leading logically into the 
other with a strong sense of connection 
binding them together. This result can 
only be achieved by careful pre-plan- 
ning. The dramatic or story elements 
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unique features. For instance: Positively eliminates film 
breakage. Film can be held manually while machine is run- 
ning, without harm. Features exclusive overdrive film trans- 
port, permits daylight operation on all emulsions, with 
variable speeds up to 1,000 feet per hour. Tanks built of 
heavy-gauge Stainless Steel, with 1,200 feet magazines, 
feed-in elevator and filtered air supply to drybox. Many, 
many other features for the operator who wants to “get 
there first with the most and best quality film.” 


Write for further details and literature. 
Other models available from $1,129.00. 


FRANK C ZUCKER 


(; AMERA CQuipment CO. 


DEPT. A-1-22, 1600 BROADWAY, NEW YORK CITY 





AMERICAN CINEMATOGRAPHER 2 January, 1956 ¥ 5] 





Miracle 


PRESTO SPLICER 





all kinds of 











Cronar base. 
® NO CEMENT 
® NO LOST PICTURE 
* NO SCRAPING 
in 10 Seconds! 


Check these advantages: 


@ Splices neg or print with no 
picture loss 
© A film fusion (butt-weld), end- 
to-end, No Double Thickness 
® No drying, no overlap 
® No light required 
Literature and sample splice 
on request! 








lat 
CORP 


g Island City 1,N.¥ 


PRESTOSEAL 


9797 


] 33rd st., Lon 


now available for splicing 
safety film, 
picture, Magnetic film and 








PROFESSIONAL 
PROCESSORS 


with the famous 
Micro-Tension Drive 


Large capacity one-man 
machines that show a profit. 


Flexible 
Reliable 
Reasonably priced 


Built by a laboratory man for 
the laboratory man. Write for 
catalog today. 


METAL MASTERS 
5599 University Ave. 
San Diego 5, California 














52 e AMERICAN 





involved should be organized in a logi- 
cal pattern so that they tie smoothly to- 
gether. The script is the place where 
continuity should originate. Contrary 
to the belief of some, it cannot be manu- 
factured in the cutting room. 

This discussion will be continued next 
month at which time format of the script 
will be explained as well as the elements 


_of dramatic construction, the planning 


of individual scenes and the use of tran- 
sition devices. 





FILMING THE JET CARRIER 


(Continued from Page 32) 


for those startling shots in “This Is 


| Cinerama,” our initial production. 


Lowell Thomas and General Meriam 
C. Cooper had produced that show, and 
Louis de Rochemont was going to do the 
second. I was signed to photograph the 
America scenes. The one I'd like to talk 
about is the jet plane sequence. For the 
climax of the film we were to take the 
audiences in for a landing on a jet 


| carrier. 


The Navy let us use the aircraft 
carrier U.S.S. Lake Champlaine, and we 
worked off the Florida coast near Jack- 
sonville. Working with me as operative 
cameraman for the shipboard footage 


_was Jack Priestley. We didn’t have any 


real trouble until the weather turned 
bad. One thing was keeping the cam- 
era going; the other was keeping the 


| jets from flying off for nice weather 
| and leaving us behind. 


We shot on the elevator for planes 
and escalator for pilots and in the brief- 
ing room. On deck, we built a platform 
right off the side of the carrier, with 
just six inches on the ship itself. We 
didn’t blimp the camera because it 
would have tipped us over just that 
much more. The jets over our heads 
didn’t bother us as much as the strong 
head winds. 

For another scene, we wanted to get 
a view of what it was like as the plane 
came right at the carrier deck, so we 
slung the camera on a platform right be- 
low the overhanging edge of the rear 


| deck. There wasn’t room for anybody 


to be with the camera in that shot. So 
we used a device called Regohm for re- 


mote control operation of the camera. 


CINEMATOGRAPHER 


For some panoramas of the carrier, 
I had the camera mounted in the side 
door of a rescue helicopter. They gave 
me one of those crash helmets and I 
wore my old plaid windbreaker. And 
there I was in Florida. I had a problem 
with those young Navy “eggbeater” pi- 
lots. With Cinerama you’ve got to make 
sure you keep your horizon level or you 
twist the picture out of shape. But I 
finally got my shot. 
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We saved the big jet landing for las 
We didn’t want to lose the camera till 
we had shot the rest of the show. The 
boys in the crew affectionately call i, 
“the monster.” They say it’s worth 
around $25,000. 

Now about the Regohm. No camera. 
man can squeeze into the nose of a jet 
Dick Babish helped work out an pre 
rangement with the Electric Regulator 
Corporation and Grumman Aircraft to 
mount the camera in the nose of a Navy 
Banshee F2H3 Jet. Tests were made 
in Patuxent, Maryland, with a dummy 
carrier deck, Then the whole nose 
equipped with the specially-controlled 
camera was shipped to Florida and jp. 
stalled on the Banshee. 

We spent a couple of weeks more test. 
ing the equipment. But when Lt. Comdr. 
Bud Gear got into the cockpit, it was 
every man—Gear and the “monster’— 
for himself. 

We just couldn’t get the automatic 
mechanism to work right. Came one Sat. 
urday morning and we had exhausted 
our alloted fuel. We were grounded and 
we didn’t have our shots yet. Comm. 
Gear was supposed to report back to 
Maryland. In the afternoon I tried one 
more series of adjustments. Everyone 
had broke for the weekend. I got gas for 
one more trial. It worked. 

My job now was to keep Bud Gear 
around. I billeted him in my hotel fora 
go on Sunday. It rained all day. I put 
him up again at my expense on Sunday 
night. It was a gray Monday morning. 

The weather had started to set in on 
us. Cold fog banks closed in the coast 
for a hundred miles. We were told that 
it was probably today or never. It was 
the climax of “Cinerama Holiday” and 
the climax of the filming in America. 

Visibility was decreasing by the sec- 
ond and we had lost the “Banshee” in 
the overcast. At least I had. And they 
told me Comdr. Gear was running low 
on fuel. But then we saw it coming 
down towards us. It was a mighty 
funny sight. In place of the blue nose it 
usually has, there was this big black 


box, with the 200-pound camera inside © 


looking out. 

It probably wasn’t much to those guys 
who have been bringing in planes in all 
kinds of weather, but they probably 
didn’t know that this was the first time 
any sort of camera was being punished 
by such speed or had been asked to 
shoot a scene moving at such tremet- 
dous speed. Our trouble was caused by 
the great pressure in the front of the 
nose binding the shutter. We kept blow 
ing fuses. 

Back to the plane. Only one landing 
gear clicked down. But Gear had to pick 
up his nose and circle for another pass 
I could see us fishing the camera out o 
the sea. But both wheels came down this 





ple 
for 


lar 
len 


lat 


ah 


ove 
top 
the 
to 

SWi 
me 


the 
pic 
cou 
ski 
anc 
slec 
we 


Th 





I 








st. 
il] 
he 

it 
rth 


et. 


tor 


tic 
at 
ted 
ind 


im. 


ne 
ne 
for 


bly 


ing 


ick 


his 


time. We didn’t know whether the cam- 
era would go shooting out of its mount. 
The Banshee was stopping dead from 
125 knots. And before I knew it, the tail 
hook had caught one of the cables. 

A couple of weeks later I was sitting 
in a theatre right in Bud Gear's seat, 
making that landing myself. Soon after 
that I was off again with Mantz and 
the boys to start filming the next Ciner- 
ama production, “Seven Wonders of the 
World” for Lowell Thomas. I think it’s 
going to be the greatest show that has 
ever been filmed, and I’m going to tell 
you more about it in a few months. 





FILMING THE SKI BALLET 
(Continued from Page 33) 


The beginning of the ski ballet was 
planned for a Saturday, and the day be- 
fore we set about to mount our camera 
on skis. First we welded together two 
large sleds as a base. The major prob- 
lem was finding a way to mount the 
200-pound camera so that it would simu- 
late the effect of a skier’s actual body 
movements and shifts of equilibrium. 

This was taken care of by erecting a 
frame of steel bars as support and pro- 
tection for the camera. The camera was 








suspended from a rod from the top- | 


center of the rig. The important thing 
was not to mount it rigidly, but let its 
weight shift as the human body shifts 
on the ski slope. 

On Saturday morning we started off 
with the most spectacular shot that was 
planned. Ten skiers went down the slope 
ahead of the camera. Gayne Rescher 
was seated behind the camera, watching 
over it on sharp swings and turns. Two 
top-notch skiers guided the rig down 
the slope. Over forty skiers were then 


to pass the camera, disappearing in a | 
swirl of snow. At first we had trouble | 


merely getting the monster to move, and 
we had to turn the sled over and wax 
the bottom. Now, it gradually began 
picking up speed. The skiers behind us 
could not catch up. Soon we passed the 
skiers who had started out ahead of us, 
and on we went, the men guiding the 
sled hanging on for dear life. Finally 
we hit a patch of soft snow, and stop 
(Continued on Page 55) 
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f CINEKAD Microphone Booms 


CINEKAD Mike Booms are light in 
weight, rigidly constructed, precision 
engineered and ideal for location or 
studio work. 


1 Model BR-12 extends from 6 to 12 feet. 

2 Model C-12 extends from 7 te 13 feet; has 
external directional mike control. 

3 Model “Miracle extends from 7 to 18 
feet; has internal fitted noiseless directional 
mike control. 

4 Model C-18 extends from 7 to 20 feet; 
has external directional mike control. 

5 “Fishpole’’ mike boom extends from 6 to 
12 feet. The pod feature permits ep- 
erator to handle “‘Fishpole’’ mike beom fer 
hours without fatigue. 


Each CINEKAD Mike Boom has a sturdy 
5-foot stand, which can be elevated to a 


ALL MODELS FIT 
IN YOUR CAR! 

















height of 10 feet. 























OPTICAL EFFECTS 





MATTES ¢ INSERTS © FADES © DISSOLVES © WIPES © SUPERIMPOSURES 
SPECIALIZED TITLES 


35mm or 16mm RAY MERCER & co. or COLOR 


PHONE OR WRITE FOR SPECIAL PHOTOGRAHIC EFFECTS, OPTICAL CHART & INFORMATION 
4241 NORMAL AVE., HOLLYWOOD 29, CALIF. * NOrmandy 2-931 | 








BLACK and WHITE | 


ESTABLISHED 1928 
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HOLLYWOOD STUDIO PRODUCTION 


Feature and television film productions for which members of the American Society of 
$ were engaged as Directors of Photography during the past month. 

















AMERICAN SOCIETY 
OF CINEMATOGRAPHERS 


FOUNDED January 8, 1919, The Ameri- 
can Society of Cinematographers is com- 
posed of the leading directors of photog- 
raphy in the Hollywood motion picture 
studios. Its membership also includes non- 
resident cinematographers and cinematog- 
raphers in foreign lands. Membership is 
by invitation only. 


ArtHur Miter, President 
Sot Hatprin, First Vice-President 
Witram SKALL, Second Vice-President 
Atrrep Gitxs, Third Vice-President 
Water Strence, Treasurer 
CHartes G. CLarKE, Secretary 
Ronert pve Grasse, Sergeant-At-Arms 


BOARD OF GOVERNORS 


Josern Biroc 
Georce Fo.sey 
Burnett GuFFey 
Winton Hocu 


Hat Mour 
Ray RANNAHAN 


Leon SHAMROY 
Puitip TANNURA 











ALLIED ARTISTS 


@ Exciswortn Frepericks, “The Friendly Per- 
suasion,” (Color; wide-screen) with Gary 
Cooper, Dorothy McGuire. William Wyler, 
producer-director. 


@ Witrrip Cine, “Mother-Sir!” with Joan 
Bennett, Gary Merrill and Shirley Yamaguchi. 
Edward Bernds, director. 


@ Harry Neumann, “Crashing Las Vegas,” 
with Leo Gorcey, Huntz Hall, Mary Castle. 
Jean Yarborough, director. 


@ Cuartes Van Encer, “Magnificent Rough- 
necks,” with Jack Carson, Mickey Rooney, 
Nancy Gates, Jeff Donnell. Sherman Rose, di- 
rector. 


COLUMBIA 


@ Cuartes Lane, “Solid Gold Cadillac,” with 
Judy Holliday, Paul Dauglas, Fred Clark. 
Richard Quine, director. 


@ Burnett Gurrey, “The Harder They Fall,” 
with Humphrey Bogart, Rod Steiger, Carlos 
Montalban. Mary Robson, director. 


@ Cuartes Lawton, “It Happened One 
Night,” with June Allyson, Jack Lemmon, 
Charles Bickford. Dick Powell, producer-di- 
rector. 


@ Henry Frevuticn, “He died Laughing,” with 
Frankie Laine, Lucy Marlow. Blake Edwards, 
director. 
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METRO-GOLDWYN-MAYER 


@ Russet, Harian, “Lust For Life,” (Ansco 
Color; CinemaScope) with Kirk Douglas, An- 
thony Quinn. Vincente Minelli, director. 


@ Rosert Surtees, “The Swan,” (Eastman 
Color; CinemaScope) with Grace Kelly and 
Alec Guiness. Charles Vidor, director. 


@ Paut Vocer, “The Rack,” with Paul New- 
man, Walter Pidgeon, Wendell Corey. Arnold 
Laven, director. 


@ Joun Atton, “The Catered Affair,” with 
Bette Davis, Ernest Borgnine, Debbie Rey- 
nolds. Richard Brooks, director. 


PARAMOUNT 


@ Loyat Grices, WALLACE KeLLey, PEVERELL 
Mar.ey, “The Ten Commandments,” (Tech- 
nicolor: VistaVision) with Charlton Heston, 
Anne Baxter, Yul Brynner, Edward G. Robin- 
son and others. Cecil B. DeMille, producer- 
director. 


@ Daniet Farr, “Pardners,” (Technicolor; 
VistaVision) with Dean Martin, Jerry Lewis, 
Lori Nelson. Norman Taurog, director. 


REPUBLIC 


@ Ernest Hatier, “Dakota Incident,” (Tru- 
color) with Linda Darnell, Dale Robertson, 
John Lund, Ward Bond. Lew Foster, director. 


20TH CENTURY-FOX 


@ Leon SHamroy, “The King and I,” (Color; 
CinemaScope) with Deborah Kerr, Yul Bryn- 
ner, Rita Moreno. Walter Lang, director. 


@ Leo Tover, “The Revolt of Mamie Stover,” 
(Color: CinemaScope) with Jane Russell, 
Richard Egan, Agnes Moorhead, Joan Leslie. 
Raoul Walsh, director. 


@ Mitton Krasner, “23 Paces to Baker 
Street,” (Color; CinemaScope) with Van 
Johnson and Vera Miles. Henry Hathaway, 
director. 


@ Lee Garmes, “The Sixth of June,” with 
Richard Todd, Edmond O’Brien, Dana Wyn- 
ter, Robert Taylor. Henry Koster, director. 


UNIVERSAL-INTERNATIONAL 


@ Georce Rosinson, “Toy Tiger,” (Techni- 
color) with Jeff Chandler, Larraine Day, Cecil 
Kellaway. Jerry Hopper, director. 


@ Harowp Lipstetn, “Apache Agent,” (Tech- 
nicolor; CinemaScope) with Audie Murphy, 
Anne Bancroft, Pat Crowley. Jesse Hibbs, di- 
rector. 


@ Russert Merry, “Written on the Wind,” 
(Technicolor) with Rock Hudson, Lauren Ba- 
call, Robert Stack. Douglas Sirk, director. 


@ Irvinc Grassperc, “Johnny Salvo,” with 
Ray Danton, Leigh Snowden, Grant Williams. 
Jack Arnold, Director. 
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@ Wittiam Daniets, “The Gentle Web,” 
(Technicolor) with Esther Williams, Geor 
Nader, Edward Andrews. Harry Keller i. 


rector. 


WARNER BROTHERS 


@ Rosert Burns, Tom Tutwi er, “The Spirit 
of St. Louis,” with James Stewart. Billy Wild. 
er, director. 


@ Peverett Martey, “Serenade,” ( Warner. 
color) with Mario Lanza, Joan Fontaine, S». 
rita Montiel. Anthony Mann, director. 


@ Joun Seitz, “Santiago,” (Warnercolor: 
wide-screen) with Alan Ladd, Rossana Pode: 
ta, Lloyd Nolan. Gordon Douglas, director. 


@ Boris Kaurman, “Baby Doll,” (Wide 
screen) with Karl Malden, Carroll Baker, fj 
Wallach. Elia Kazan, producer-director, 


@ Cart Guturie,“Cheyenne” (TV) with Clin 
Walker, L. Q. Jones. Richard Bare, director 


@ Cart Gururiz, “Kings Row” (TV) with 
Jack Kelly, Robert Horton, Nan Leslie, Victor 
Jory. Paul Stewart, director. 


@ Haroitp Stine, “Casablanca,” (TV) with 


Chas. McGraw, Marcel Dalio. John Peyser, § 


director. 


@ Cart Guturie, “Siege,” (TV) with Eliz. 


beth Montgomery and Ed Kemmer. Paul Stey. f 


art, director. 


INDEPENDENT AND TV FILMS 


@ Cuartes Boyte, “The Great Locomotive 
Chase,” (Disney; Technicolor; CinemaScope) 
with Fess Parker, Jeff Hunter. Francis DP. 
Lyon, director. 


@ Wituiam ME tor, “Johnny Concho,” (Kent 
Prod.) with Frank Sinatra, Phyllis Kirk, Kee. 


nan Wynn. Don McGuire, director. 


@ Josepn La Suerte, “Run For The Sun,” 
(Russ-Field Corp.) (Superscope) with Rich- 
ard Widmark, Trevor Howard, Jane Greer. 
Ray Boulting, director. 


@ Ernest Laszzo, “Bandido,” (Prods.; Color.; 
CinemaScope) with Robert Mitchum, Ursula 
Theiss, Gilbert Roland. Richard Fleischer, di- 


rector. 


@ Water Srrence, “Hit and Run,” (Hugo 
Haas Prod.) with Cleo Moore, Hugo Haas 
Hugo Haas, producer-director. 


@ Fioyp Crossy, “TV Reader Digest,” (Al 
pha TV). 


@ Attan Srensvorp, “Dr. Hudson’s Secret 
Journal,” (Author Playhouse). 


@ Kart Frevunp, “I Love Lucy,” “December p 


Bride,” “Our Miss Brooks,” (Desilu Prods.). 
@ Nick Musuraca, “The Lineup,” (Desilu). 


@ Sip Hickox, “My Favorite Husband,” (Des 
ilu). 


@ Wituiam Wuittey, “Crossroads,” (Feder! 


TV). 

@ Vircir Miter, “You Bet Your Life’ 
(Filmcraft Prods. ). 

@ Jor Novak, “Brave Eagle,” (Frontier 
Prods. ). 


@ Lester Wutre, “Navy Log,” (Gallu Prods. 


@ Dante: B. CrarK, “People Are Funny, 
“Do You Trust Your Wife?” (Don Fedderson 
Prod. ). 


@ Mack Srencuer, “Liberace,” (Guild Films). 
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‘or De Grasse, “It’s Always Jan,” 
csmeaed Pred.) and “Make Room for Dad- 


dy,” ( Marterto-Desilu ). 
e@ Norsert BRropine, “The Loretta Young 
Show,” (Lewislor Films). 


@ Stuart THOMPSON, “Lassie,” (Robert Max- 


well). 

e Pup Tannura, “Burns & Allen Show,” 
(McCadden Prods. ). 

e Harry Witp, “Bob Cummings Show,” Laur- 
mas-McCadden ). 

@ James VANTREES, “The People’s Choice,” 
(Norden Prods.). 

e@ WittiaM A. SICKNER, “Medic.” (Medic TV 
Prods. ). 

e@ Greorce CLEMENS, “Schlitz Playhouse of 
Stars.” (Meridian Prods.). 

e Haroun Marzoratt, “MGM Parade,” (M- 
G-M Studio). 


@ Henry Suarp, “Sheena, Queen of the 
Jungle,” (Nassour Studios). 
e@ Jack MacKenzie, “Frontier,” (Outpost 


Prods. ). 

@ Lucien Anprtort, “It’s A Great Life,” (Ray- 
dic Corp.) and “The Life of Riley,” (Hal 
Roach). 

e@ Lornrop Wortn, “The Great Gildersleeve,” 
(Hal Roach). 


© Gupert WarrentTON, “Sergeant Preston of 
the Yukon.” (Chas. E. Skinner Prods.). 


@ Cuartes VAN Encer, “Big Town,” (Mark 
Stevens TV). 


@ Harotp Wei_tman, “Wyatt Earp,” (616- 


Desilu). 
@ Kart Srruss, “My Friend Flicka,” (TCF 
TV Prods. ). 


@ Kenneru Peacn, “Fury,” (TV Programs of 
Amer. ). 


@ Guy Ror, “Gangbusters,” (Visual Drama, 


Inc.). 





FILMING THE SKI BALLET 


(Continued from Page 53) 


we did, spraying all bodies in different 
directions. Gayne was thrown clear in 
the soft snow, the skiers likewise, and 
the rig bounced several times over. 
When Gayne reached the camera it was 
stuffed with snow. 

When all the skiers had caught up, we 
dragged it back up the slope and welded 
on the biggest, strongest, toughest brake 
we could find. It was a detail we had 
forgotten. That was only the start. 

Only three members of the Cinerama 
crew knew how to ski, Gayne, Louis de 
Rochemont’s son, Louis III, and Bob 
Bendick. The rest were mobilized on a 
strange assortment of velos, unique 
cycle-like devices mounted on short skis 
fore and aft, and on skis and snowshoes. 
There was no difficulty when it came to 
the photography, but rather when it 
came for the crew to follow the camera 
down the slope after the scene had been 


photographed. What followed in short 
order was a succession of injuries that 
practically caused Mr. de Rochemont to 
abandon the sequence on the third day 
out, 

After the initial set-up, Louis de 
Rochemont III, who was skiing with the 
camera sled, waited until the location 
had been cleared, then started downhill 
at top speed. He, too, hit soft snow, un- 
packed by the trail skis. Grip Mike Ma- 
honey spotted the spill and in short 
order had a rescue sled on the scene. 
Louis was in a cast for the rest of the 
picture. 

Joe was the next victim. He was skim- 
ming down a hillside on a velo, which 
is much more dangerous than putting 
on skis for the first time, and was 
thrown off. He suffered some minor 
cracked ribs and was laced into a cor- 
set-type contraption by a Parsenn doc- 
tor. This was the time of discourage- 
ment, and shooting was continued on 
condition that the crewmen ride only 
on the equipment sleds or stand on snow 
shoes. But one crew member let his 
boot laces tangle under the sled and 
received a badly twisted knee. 

All the hardships, however, scarcely 
dampened our spirit. We all realized we 
were doing something wonderful and 
unique. All the hardship and danger was 
not completely lost on our future audi- 
ence. Though in one scene skiers were 
to come at the camera through clouds 
of mist that had materialized on a lo- 
cale. Max Bertsch’s sister, Margarete, 
enacted her part with such spirit, trying 
to raise a cloud of snow before the 
three-lensed camera, that she struck the 
camera sled and was thrown on her hip. 
This shot can be seen in “Cinerama 
Holiday.” 

We have been asked how the camera 
operated in such cold and at such high 
altitude. Actually, in all our experience 
with Cinerama it never operated better. 
Perhaps that is because we took so many 
extra percautions. Ordinarily we use a 
regular 30-volt set-up. Instead, we took 
three 12-volt truck batteries, and re- 
moved two volts from each. They were 
what made the sled so heavy, giving us 
such outstanding speed. We never under- 
cranked, even for the bobsled ride. We 
didn’t even have trouble with the film 
snapping in the cold; and remember, we 
had three times the worries, with three 
magazines feeding simultaneously. 

Photographing the bobsled run is an- 
other story in itself. Before we would 
undertake filming the run, we sent back 
to the States for the old Number One 
camera that was used to film “This Is 
Cinerama.” We couldn’t afford to lose 
our new camera because we were ex- 
pected to go on from Switzerland to cap- 
ture scenes of Paris in the spring-time. 
(Continued on Page 58) 
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CINEKAD 
Synchronous Motor Drive for 
16mm Projectors 


Especially designed to drive all Bell & Howell 
Ampro and Victor 16mm projectors at Syn- 
chronous speed and for TV studios. 


The synchronous motor drive can be instantly 
attached to projector and taken off at any 
time. No special technical knowledge re- 
quired for installation and mounting. 

The synchronous motor drive is complete with 
base-plate, Cannon plug for cable and power 
switch, and a set of reduction gears. 


Write for more details and prices 


Also available on special order. Synch. Motor 
Drive for all Simplex 35mm portable projectors. 


ONE YEAR GUARANTEE! 





Immediate Delivery 


Camera €Quiemen ©. 











MOVIOLA 


FILM EDITING 
EQUIPMENT 
16MM - 35MM 





© PICTURE 
UND 


© SYNCHRO- 
NIZERS 


@ REWINDERS 


picture 
toucd. 


Write fer f 
Catalegue = 
MOVIOLA MANUFACTURING CO. 
1451 Gerdon St. . Hollywood 28, Calif. 


































: PROCESSING Ff: 





Reversal specialists for over a decade. 











avs . 
are. Our long experience insures superior quality. . 
be) Electronically controlled machines keep tem- . 
* perature constant within .2 of one degree. mS 
oe National "Brilliantone" Cine prints are the finest ox 
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GEO. W. COLBURN LABORATORY INC. 


164 NORTH WACKER DRIVE*CHICAGO 6 
TELEPHONE STATE 2-7316 


8 and 16mm 
SERVICES 











RUBY CAMERA EXCHANGE 


Rents .. . Sells . . . Exchanges 


Everything You Need for the 


Production & Projection 


of Motion Pictures Provided 
by a Veteran Organization 
of Specialists 





35 mm. 16 mm. 
Television 
IN BUSINESS SINCE 1910 


729 Seventh York 19. N. Y, 
Tel.: Circle 5-5640 
RUBYCAM 


Ave., New 


Coble address: 





SERVICES 


COLOR DUPLICATING 
SOUND RECORDING 
. 
FISCHER 
PHOTOGRAPHIC 
LABORATORY INC. 


1729 N. MOBILE AVE., CHICAGO 39, ILL. 
PHONE MERRIMAC 7-5316 
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INDUSTRY NEWS 




















Technicolor Motion Picture Corpora- 
tion has announced that due to in- 
creased labor costs, it is increasing its 
prices for 16mm and 35mm dye trans- 
fer release prints 14c per foot. 

Simultaneously, the company 
nounced a reduction in the price of 
35mm dye transfer answer prints from 
97c¢ to 65c per foot. Price changes ap- 
ply to all products furnished from the 
Hollywood plant of Technicolor. 

Dr. Herbert T. Kalmus, president of 
the company, also has announced a 
general policy of not requiring advance 
payments for release print orders 
placed on or after March 1, 1956 for 
manufacture at the Hollywood plant. 


an- 


The most important milestone in the 
19 year history of Camera Equipment 
Company, New York, is scheduled to 
take place early next month when the 
company’s component branches will be 
consolidated under one roof at 315 
West 43rd Street, New York. 

The event marks a unique record of 
Starting at 1600 Broadway, 
present headquarters, the organization 
consisted of Frank C. Zucker, Margaret 
Zucker, Eugene H. Levy, and Charles 
Theurer who is now superintendent of 
the repair department and machine 
shops. 

Advent of World War II brought 
rapid increase in the company’s busi- 
ness and additional space was taken on 
the third floor at 1600 Broadway, Little 
by littke the company acquired addi- 
tional space in neighborhood buildings 

at 253 West 64th St.. 304 West 54th 
St., ete. 

The consolidation of all operations at 
315 West 43rd St.. in the heart of Man- 
hattan’s famed “film district.” will 
bring about a more cohesive and efh- 
cient operation. Entrance will be on 
the ground floor, eliminating the delay 
and dependence of elevator service. 


success, 


Development of a revolutionary new 
dubbing cue prompter that materially 
reduces recording time by eliminating 
mis-cues, is announced by Telefilm, 
Inc.. Hollywood. Company _ reports 
prompter not only efficiently cues all 
channels needed in a recording session, 
but it can also be used as a voice cue 
track for animated scenes or any other 
recording where workprint for screen- 
ing is not available. 
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The prompter employs a regular pro. 
jection footage counter in a new appli- 
cation that not only provides for the 
narrator but cues all sound channels 
for dissolves, fades, and level settings 
It has a projector drive mechanism that 
maintains absolute sync, both forward 
and reverse, with the dubbing system 
through a Selsyn interlock, 

In operation, the Prompter uses g 
25-foot cue strip that can be marked 
prior to the recording session. The 
markings are removable, which not 
only provides for last-minute corree. 
tions but allows the strip to be cleaned 
and reused, During the dubbing session, 
the marks are projected onto a highly 
illuminated screen located next to the 
workprint screen. Lateral divisions pro. 
vide for all sound channels and the 
width of the screen permits ample 
warning of the cue marks coming up 
to the reference mark. 

The system was conceived and de. 
veloped by Don Harrold, chief sound 
engineer of Telefilm, according to Jo- 
seph A. Thomas, president. 


High-speed movies are finding in- 
creasing applications in science and in- 
dustry, according to George T. Eaton 
of Kodak Research Laboratories. Some 
of its uses are measurement of mechani- 
cal and electrical effects, determination 
of velocities, study of welding ares, and 
analysis of fundamental chemical proc- 
esses. They are also proving useful in 
study of combustion processes and e 
plosive reactions, including guided mis 
sile. rocket, and atomic bomb research. 

According to Eaton, camera unils 
having film wrapped on a_ revolving 
drum, or based on a rotating mirror 
principle, utilize high-intensity, short 
duration exposure to reach “almost 
fantastic” recording speeds. Other cat 
eras, having conventional film sprocket 
drive, are capable of speeds up to abou! 
10.000 frames per second. 

One superfast camera, the Hyeon 
Submicrosecond, has an exposure time 
of one ten-millionth of one second, 
is used to study particle motion in blast 
furnaces and jet engine combustion. 

Data recording includes numerous 
uses of both conventional and special 
camera equipment to obtain photograp S 
for records of construction progress 
experimental apparatus, equipment de 
velopment. and time and motion studies 
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RATES: Ads set in lightface type, 10¢ per word; minimum ad, $1.00. 
Text set in lightface capital letters (except Ist word and advertiser's 
name) 15¢ per word. Modified display format (text set in boldface 


type, 


IED 


capitals or upper-and-lower case) 90c per line. Send copy with 


ADVERTISI 


remittance to cover payment to Editorial Office, American Cinematog- 
rapher, 1782 No. Orange Drive, Hollywood 28, Calif. Forms close 15th 
of month preceding date of issue. No discount on Classified Advertising. 
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30TH ANNIVERSARY—S.O.S. SALE OF SALES 


OUT SALE—NEUMADE STORAGE RACKS 
CLOSE CABINETS-—SLIGHTLY USED. CUSTOM 
MADE RACKS—hold 240-400° 16mm reels. 
72°’ high x 36°' wide x 8’ deep icant” 


ly $150.00 . . nosis 49.50 
MM-102 CABINETS—hold 100-400" 16mm 
reels. 72° high x 28%. wide x 11°’ deep. 
Regularly $195.00 BEER 99.50 


MM-184 CABINETS- hold 250-400° lé6mm 

reels. 72° high x 48'° wide x 16 deep. 

Regularly $330.00 . ‘ - a 149.50 
HEAVY CANVAS UTILITY BAGS, perfect for 

tripods, light stands, booms, etc. Approx. 


48°'x7"' round with drawstring. new . 2.95 
MICRO RECORD 16/35 PROCESSING OUTFITS, 

new demonstrators ‘ a - 136.95 
AURICON PRO 600 COMPLETE OUTFIT—this 

represents $3500 value. Almost new............ 2495.00 


AURICON MIKE BOOMS, $170 value, like 

CE cnet iin Seaialanipicadeiaeedl . 119.50 
PLASTIC TITLING LETTERS & Symbols. Set of 

80 characters %,'' high, 5 fonts, assorted 

CN. cnmen a ‘ ae siieebeuinceiiaimaaioe 2.95 
NEUMADE EDITING TABLES, 28°° wide, 30" 

high, 38°° and 42° long with lightbox. 


ae i i UID ccsicccanncesscnmnnngecneinenins 33.95 
CAMERETTE 35mm REFLEX w/4_ Kinoptik 
Lenses; 3 magazines; battery motor; 110 


AC motor; extension tubes; automatic focus 

changer. Excellent poanceuaes iininhiacinane re 
MITCHELL 16 CAMERA w/3 Balter Lenses; 

2-400' magazines; 12V motor; 35mm Matt- 

box sunshade, carrying case. Fine condition 2995.00 
FEARLESS GEARHEAD, 2 SPEED with wedge .. 1025.00 
AKELEY 35mm EDITING MACHINE, sound pic- 


ture, preview. $3000 val. ................. ee 
NEW FRESNEL STUDIO SPOTS, lead wires, 

switch, pipe clamp. 2000 Wott .................... 59.95 

ED distninceninsesivanicmninccieiinininn- stiesaienenaien 99.95 


10° TITLE ANIMATION STAND w/motorized 

zoom and stop motion. Completely wired 

with footswitches. Art Table takes largest 

work, $2500 value ae ceca .. 975.00 
DULLING SPRAY—SUBDUES HIGHLIGHTS from 
shiny surfaces. Wipes off clean without 
solvent. 12 oz. can . saitaabedannaiini nail 
Dozen lots ......... Sed Eee 1.35 
BARDWELL-McALISTER MULTIPLE FLOODLITES. 

3 Quadruple heads to hold 12 bulbs on 

rolling tripod stand. Orig. Gov't Cost $180. 
Surplus. or ditSiesaenscletsiiae 29.50 
BM. QUADLITE Heads only $4.95. Stands 
only ..... ee neti 19.95 
NEW RCA 400W FLUORESCENT FLOODLITES, 

takes 6-18” tubes, 21” square, fit BM 

stands. $60.00 value ee. ee ils 29.50 
DEPUE PICTURE REDUCTION PRINTER, 35/16 


I iieneniiienbicen. ae 
NEW AMPRO PA-3 TRI-PURPOSE Amplifiers. 

Maximum output 85 watts. List $278.00, 

with tubes ; 99.50 
NEW 11'x14° ROLLER SCREENS, ropes & 

pulleys, mat white a ia 49.50 
AURICON DOUBLE SYSTEM RECORDER w/noise 

reduction amplifier ........................ . 295.00 
DOLLY TRACK with connectors, 5'-10'-15° 

2 eae : 4.95 


with self-levelling screws—per ft. ................ 5.95 
HOUSTON KIA REVERSAL DEVELOPER, w/re- 

frigeration, recirculation, airpump, etc. 

good as is . wiithidh biases Socio . 1495.00 
TRADES TAKEN Phone PL 7-0440 Cable SOSBOUND 

5.0.5. CINEMA SUPPLY CORPORATION, Deot. fc 

602 W. 52nd Street, New York 19 
Western Branch—6331 Holly'’d Bivd., Holly'd, Calif. 
Phone HO 7-9202 


16mm RCA Sound Projector with Sync Motor $325.00 
16mm Movie-Mite Sound Projector with Sync 
Motor : ; sascecccce MEP OO 
35mm Zeiss-Ikon Portable Sound Proj. Sync 
Motor 0... : ae ; ... $225.00 
75mm Astro Pan F:2.3 Mitchell Mount $75.00 
100mm Zeiss F:2.7 in B&H Standard Mount $75.00 
J. BURGI CONTNER, A.S.C., 
Box 1008, New Canaan, Conn. 
LL 





16MM HOUSTON K-1A developing machines. 

For reversal or positive film. Complete with 
refrigerator units, temperature control, condensors, 
evaporators, thermostats, etc. BRAND-NEW, prices 
reduced! Write. AIR PHOTO SUPPLY, Dept. C-I, 
555 E. Tremont Ave., New York 57, New York. 














AURICON-B-Battery, eliminator Model E-B-10. Brand 
New—Used only once; $60.00. J. GROSS, 2424 
S. 2nd St., Philadelphia 48, Penna. 


GERMAN STILL 35mm cameras. Import your own. 
Save importers and retailers profits. (About 35%). 
Fay postman duties. Examples: EXAKTA. The only 
completely versatile 35mm camera. With: 

Automatic diaph. Zeiss Tessar 
ee SEARLE eee $159. (duty $22.) 
Automatic diaph. Isco Westanar 
tittX mum Vaan Sree 
Automatic diaph. Schneider Xenon 
TE CaM . “eiminniiuininsiniaibidaiiae $195. (duty $26) 
Automatic diaph. Zeiss Biotar 
PEED stcnisiiinidiaieniaoniondi $199. (duty $26) 
Similar prices all other famous makes. All new. 
Latest 1955 production in original factory packing. 
Parcelpost and insurance included. No _ other 
charges. Pre-payment through bank and inspection 
on arrival guarantees you complete satisfaction 
before we are paid. Experienced, (and objective) 
advisory service, (please specify interests and re- 
quirements), and pricelists by return airmail. All 
transactions on money-back basis. WORLDPOST. 
TANGIER, MOROCCO. 





NEW Arriflex 16mm 400’ film magazines $120.00. 
New Takeup motors for Arriflex 400’ magazines 
$175.00. Immediate delivery. Auricon blimp for 
Cine Special with parallax corrected viewfinder, 
synchronous motor, and blimp carrying case $395.00. 
Kodak Ektanon 17mm 2.7 lens $30.00. Kodak 
Ektar 17mm 2.7 lens $50.00. Kodak Ektar 102mm 
2.5 lens $65.00. Kern 150mm lens $80.00. Elgeet 
102mm lens $70.00. Bolex Unimotor & battery case 
$70.00. Bolex gun stock $48.00. Bolex rackover 
$20.00. Bolex prismatic focuser $10.00. B&H Filmo- 
Rama lens $250.00. Hallen 25 recorder $500.00. 
RCA PG-201 projector $95.00. DeVry 35mm camera 
single frame release, case, 50mm & 25mm _ lens 
$150.00. Craig Editor Viewer $10.00. Hydro dolly 
raises to 8’ $1100.00. Two GE Pr-l] meters & 
cases $19.00 each. Weston Model 850 meter $9.00. 
Ansco portrait camera 8x10 rolling stand, Graf 
variable Anastigmat F/3.8 11” lens & 3 new film 
holders $170.00. WEBSTER VISUAL SALES COMPANY, 
539 Vine Street, Chattanooga, Tennessee. 


BASS . . . is headquarters tor Arriflex 16, the 
new Zoomar 16, Cine Specials all models, Bell & 
Howell 70-DL, Bolex H-16: Used 35mm. Akeley 
#145 with Akeley Gyro tripod, matched pair 
Tessar 5 cm. F:2.7 lenses, magazines, case, extra 
lenses, $250.00; Used 35mm. DeBrie Parvo Model 
, all metal, 32mm. B&L W.A. F:4.5, 2” Tessar 
F:2.5, 50mm. Ultrastigmat F:1.9, 3” Goerz Hypar 
F:3.5, 12 cm. C. Z. Tessar F:4.5, masks, pan and 
tilt tripod, magazines, carrying cases, $250.00; 
H-16 Deluxe Bolex, 11” F:1.5, 0.7” F:2.5 W.A., 
filter slot, $275.00; Victor 5, 1” F:1.5, 3” F:3.5 
Wollensak lenses, $125.00; Cine Special II, 1” 
F:1.4 Ektar, optical finder, reflex finder, Yolo fader, 
Case, $795.00. Best buys . . . Best trades always. 
BASS CAMERA CO., Dept. AC, 179 W. Madison 
St., Chicago 8, Ill. 





CADILLAC CAMERA CAR, 7-passenger, Hydramatic, 
electric windows, duals, injector, General Dual-8 
tires, PP tubes, 80lamp. generator, heavy springs, 
shocks & Air-lifts, police radio, red light & siren, 
radiotelephone. 1947 model exc. cond. Motor 
rebuilt by Bill Frick 1953. 7 ft. oak & steel camera 
top, Akeley tie-downs & provision for locking 
equipment in rear independent of driver. Many 
other extras. Ideal for locations & follow shots. 
Will sacrifice for less than 10% cost. Larry Racies, 
Plaza 5-9300 (N.Y.) 


WALL S. S. 35MM. SOUND CAMERA 
COMPLETE with Galvanometer, amplifier, portable 
power supply, 40-50-75 and 100mm. lenses, erect 
image viewfinder, complete front attachments, two 
1000 ft. magazines. Balanced Tripod, necessary 
carrying cases. Overhauled. Guaranteed perfect. 
Reasonable. 
CAMERA EQUIPMENT COMPANY 
1600 Broadway New York 19, N. Y. 





AUDIO AKELEY single system camera complete with 
Akeley sound head, Gyro tripod, 3 lenses, view 
finder, Maurer mixing amplifier. Complete with 
cables, power supply and W. €. microphone. 
CAMERA EQUIPMENT CO., 1600 Broadway, New 
York 19, N.Y. Cable: Cinequip. 





WANTED TO BUY FOR CASH 
CAMERAS AND ACCESSORIES 
MITCHELL, B & H, EYEMO, DEBRIE, AKELEY ALSO 
LABORATORY AND CUTTING ROOM EQUIPMENT 
CAMERA EQUIPMENT COMPANY 
1600 BROADWAY, NEW YORK CITY 19 
CABLE: CINEQUIP 





WANTED 





WANTA REDUCE INVENTORY? 
WE'LL BUY 


Cameras, Dollies, Lenses, Lights, 
Moviolas, Printers, Recorders, 
Studio or Laboratory Equipment. 
We also trade or take consign- 
ments. Set your own price—we'll 
get it. 
Western Union-WUX New York, 
Phone PL 7-0440 
$.0.5. CINEMA SUPPLY CORPORATION 
Dept. fc Cable: SOSOUND 
602 W. 52nd Street New York 19, N. Y. 
Western Branch—6331 Hollywood Bivd. 
Hollywood, Calif., Phone HO 7-9202 





IMMEDIATE CASH PAYMENT FOR 
CAMERAS AND EQUIPMENT 

NEED EYEMOS (SINGLE LENS AND __ TURRET) 
MITCHELLS, ARRIFLEX, DE BRIES, B&H STANDARDS 
AND HI-SPEEDS, WALLS, AKELEYS, CINE SPECIALS, 
AURICONS, MAURERS, FILMOS. ALSO BALTARS, 
COOKES AND OTHER’ LENSES. SOUND STAGE 
LABORATORY AND EDITING EQUIPMENT OF ALL 
TYPES REQUIRED. PLEASE SHIP INSURED OR FOR- 
WARD DESCRIPTIONS AIRMAIL. IMMEDIATE PAY- 
MENT. 


GORDON ENTERPRISES ° 5363 N. Cahuenga 
NORTH HOLLYWOOD, CALIFORNIA 





WANTED FOR SPOT CASH 
Used Mitchells, Auricons—other Cameras 
Moviolas—Editing Equipment—Projectors 
Spotlights—Sound Equipment 


All Types Used Equipment 
From a Splicer to a Complete Studio 


Write—Wire—Phone 
or Send Equipment in for Spot Cash 


FLORMAN & BABB 
68 West 45th Street 


Murray Hill 2-2928 
New York 36, New York 





PRECISION Magnetic Heads for Engineers - Industry 


Erase - Record - Playback 
STANCIL-HOFFMAN CORPORATION 
921 North Highland Avenue 
Hollywood 38, California 





WE BUY, SELL AND RENT PROFESSIONAL AND 16mm 
EQUIPMENT, NEW AND USED. WE ARE DISTRIB- 
UTORS FOR ALL LEADING MANUFACTURERS. RUBY 
CAMERA EXCHANGE, 729 Seventh Ave., New York 
City. Established since 1910. 


70 DL Standard; 2 Senior Colortran Kits; 400 ft. 
Auricon with take-up motor, power pack & Olson 
mike boom; 2 O'Conner fluid heads: other assorted 
cables and lights. All Like New. 40% off list. 
Exbrook 5-8915 (Los Angeles) 





AMERICAN CINEMATOGRAPHER 





WANTED 
PRODUCTION EQUIPMENT, LABORATORY EQUIPMENT, 
EDITING EQUIPMENT, 16mm. and 35mm. FROM SIN- 
GLE ITEMS TO COMPLETE STUDIOS. TRADES AC- 
CEPTED. 
THE CAMERA MART, INC. 





1845 Broadway Circle 6-0930 New York 23, N.Y. 
WANTED 
Mitchell — Akeley — B & H — Wall — Eyemo 
Cameras — Lenses — Equipment 


NATIONAL CINE EQUIPMENT, INC. 
209 West 48th St. New York, N.Y. 


(Continued on Next Page, 
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Classified Ads 


(Continued from Preceding Page) 








WANTED 
BELL & HOWELL I6mm, 200’ Magazines, new or 
used. STERLING HOWARD, Dept. King, 56! €E. 


Tremont Avenue, New York 57, New York. 





GOOD used Bell & Howell Model J. Printer 16mm or 








other good professional model. GOODWIN FILM 
SERVICE, 208 Insurance Exchange Bldg., Sioux 
City, lowa 
AGENT WANTED for company dubbing into 27 
languages. P. O. BOX 2522, Carmel, California. 
| 
POSITIONS WANTED 
NEGRO—Catholic, experienced cameraman, 35mm 
newsreel, 16mm color productions, editing, light- 
ing, titling, also projectionist. MALCOLM MYERS, 


3424 Clark Ave., St. Lovis 3, Missouri. 





ASSIGNMENTS WANTED 





ALASKA assignments, 16mm sound or silent, 35mm 
silent. DON CUTTER, 238 4th Avenue, Anchorage, 
Alaska. 


FINE mobile 16mm production unit now available for 
assignments in Mid-America. Write LEO MARKUS, 
Kaleidoscope Motion Picture Productions, 140 W 
54th Street, Chicago 9, Illinois 





LABORATORY & SOUND 





ROCKY MOUNTAIN 16MM HEADQUARTERS 
Processing — Printing — Recording 
Editing — Production — Rental — Sales 
DuPont, Eastman and Fastox films in stock. 
Write for Price List. 

WESTERN CINE SERVICE, INC. 

114 E. 8th Ave., Denver 3, Colo. TAbor 5-2812 





SOUND RECORDING at a reasonable cost. High 
Fidelity 16 or 35. Quality guaranteed. Complete 
studio and laboratory services. Color printing and 
lacquer coating. ESCAR MOTION PICTURE SERVICE, 
INC., 7315 Carnegie Avenue, Cleveland 3, Ohio 
Phone Endicott |-2707. 


16mm SOUND and picture editing—sound recording— 
music—effects. DON DUNN'S EL RANCHO AUDIO, 
near Palos Verdes and L.A. Harbor. 26246 Fairview 
Avenue, Lomita, Calif. DAvenport 6-4925 


LABORATORY Services 16mm-35mm. Developing, Print- 
ing & Reduction. Reasonable. Quality guaranteed. 
NATIONAL FILM PRODUCTIONS, 955 Diana Ave., 
Akron, Ohio. 





INSTRUCTION, CORRESPONDENCE SCHOOLS, ETC. 





OF CINEMATOGRAPHY—com- 


cover 


NATIONWIDE SCHOOL 
plete professional course in cinematography, 
motion picture production and 


ing all phases of 
technical aspects. Many leading newsreel and TV 
camera men started their careers with a Nation- 


wide diploma. Course now available by mail at 
reduced rates, easy instaliment plan. For details 
write NATIONWIDE SCHOOL OF CINEMATOG.- 
RAPHY. Dept. A, 4211, Gaston Ave., Dallas, Texas 





MOTION PICTURE STUDIOS FOR SALE 





COMPLETE production equipment—camera, sound and 
editing. Leased facilities including 25x30 ft. sound- 
proof studio. Large client list and benefit of five 
years sales promotion. Located in San Francisco. 
Chance of a lifetime to acquire a going business 
for only $25,000. Over $30,000 worth of equip- 
ment and furnishings. Sale of business necessitated 
by breakup of partnership. Box 1227, AMERICAN 
CINEMATOGRAPHER. 





SLIDES 





STEREO COLOR DUPLICATES from your slides, 60c; 


2x2 25c, mounted. Best custom work. Send for price 
list on quantities 
St., New York 


BELL SLIDE FILMS, 200 W. 57th 


AMERICAN CINEMATOGRAPHER 


58 = 









FILMING THE SKI BALLET 


(Continued from Page 55) 


The tremendous vibration of the racing 
bobsled caused the film to buckle over 
half-a-dozen times, but finally a St. 
Moritz greengrocer named Nino Bibbia 
caught the Cresta run whole for us. 
Gayne was probably the only person 
who came out the “winter wonderland” 
without a scratch, although he was prob- 
ably most vulnerable of all, seated on 
the camera sled. He attributes his good 
fortune to the fact that he never per- 
mitted himself to be tied to the sled, al- 
lowing himself to be gracefully tossed 
clear into the snow. This part of Cine- 
rama’s adventures in Switzerland can 
best be characterized by the comment 
of a busy Davos bone-setter, “What are 
you people doing, making a film or hav- 
ing a war?” And it is said that the 
insurance company cancelled our policy. 
But the satisfaction we enjoyed at the 
end of the Swiss shooting, and again in 
the Cinerama theatre, was worth it all 





CURRENT COLOR TECHNIQUES 


(Continued from Page 27) 


After printing, the matrix is developed 
and etched to produce a colorless gela- 
tin relief image the positive of the 
negative from which is was printed. A 
matrix is prepared for each color aspect 
of the scene. 

While the matrices are being made, a 
special dye-receptive blank film is pre- 
pared. If the customer wants prints with 
optical sound tracks, the silver sound 
record is incorporated in the blank film 
at this stage; if the customer’s prints 
are to carry magnetic sound tracks, the 
silver sound record is omitted and the 
magnetic tracks are applied after the 
dye transfer. 

The matrix film carrying the blue as- 
pect of the scene passes through a yellow 
dye solution. It absorbs the yellow dye. 
and is then brought into contact with the 
blank film on a dye transfer machine. 

While the two films are traveling in 
contact, the yellow dye from the matrix 
is transferred to the blank film. At the 
end of the dye transfer machine the first 
matrix is removed. 

The blank is now brought into con- 
tact with the second matrix, which cor- 
responds to the red light in the scene. 
The second matrix has been traveling 
through a cyan (blue-green) dye solu- 
tion, and the dye is transferred to the 
blank which is carrying the yellow 
image. 
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After the blank has imbibed cyan and 
the second matrix has been removed, j 
is brought into contact with the third 
matrix, which corresponds to the green 
light in the scene and has been im 
mersed in magenta dye. Finally, the 
third matrix and blank are separated 

The blank film is no longer blank; jt 
now has all the colors necessary for ey. 
cellent reproduction of a color scene 
and is ready for delivery to exhibitors 
for projection. Where yellow dye is pres. 
ent, blue light is subtracted from the 
projector's white light source; similarly 
red is subtracted where cyan is present 
and green where magenta occurs, Ab. 
sence of all dyes results in white light on 
the screen and presence of all dyes in 
sufficient quantities creates an absence 
of light, or black on the screen. 

Wet matrix and blank emulsions have 
a consistency approximating wet chew. 
ing gum, but all dyes have been trans. 
ferred in  super-imposed registration 
within tolerances of ten-thousandths of 
an inch. 











Only Technicolor offers the producer 
the alternative of having film printed on 
color positive stock or by the dye trans. 
fer method. Dye transfer release prints 
offer a cost advantage when a large 
number of prints are required for world 
wide release. And by dye transfer print- 
ing from matrices valuable negative is 
saved from constant re-use. - 

Color positive release prints are manu- 
factured only from color negative. Color 
positive stock is similar to color nega- 
tive in that it has three super-imposed 
emulsion layers. Color positive stock is 
contact-printed by light coming through 
the color negative. Color negative has 
different colors correlated to the sensi- 
tivities of color positive emulsion layers. 

Color positive stock records one color 
image aspect in each of its three emul- 
sion layers and, after printing, is de 
veloped. 

When optical sound tracks are re 
quired for color positive release prints, 
the picture images are printed first. The 
sound track image is then printed and © 
developed. Development of the picture ; 
image is the last step. 

When magnetic sound tracks are re 
quired, they are placed on the release 
prints after printing and developing. 

From squeezed (anamorphosed) oF 
large area negatives, Technicolor manv- 
factures Cinerama, CinemaScope, Vista- 
Vision and SuperScope color release 
prints. 


The original version of the above article 
appeared in Technicolor News & Views, 
the house publication of Technicolor Motion 
Picture Corporation. The article has been 
modified in several respects with the approval 


Ed. 


of Technicolor. 
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byron color-correct* prints... 


You'll also 

get the highest standard 

of 16 mm. production when you 
use these byron facilities: 


script 

art 

titling 

animation 

editing 

sound effects 

recording 

location photography 

music library 

sound stage 

complete black and white 
laboratory facilities 


Reeves magna-stripe* 


4 y ro n Studios and Laboratory 


*Reg. U.S. Pat. Office 





industry’s highest standard 





wes, 
“% 








of color duplication 


: 


*99 


Only byron can make “Color-Correct*” prints, for 


“Color-Correct*” is byron’s exclusive patented process 
that assures top quality color duplicates every time. ) 
“Color-Correct*” has often been used incorrectly — : 


to mean mere balancing of color from scene to scene. . . 

but byron “Color-Correct*” goes far beyond that. From ca, 
every standpoint, “Color-Correct*” is the highest standard 
for color duplication; yet, surprisingly enough, byron tT 
prices are among the lowest in the industry. Next time you : 

#99 


order color duplicates, specify byron “Color-Correct*” prints. 


ad sie 


1226 Wisconsin Ave., N.W., Washington 7, D.C. 
DUpont 7-1800 


SEND FOR YOUR COMPLIMENTARY COPY OF THE 3 ILLUSTRATED BULLETINS ON “PRE-PRINT PREP- 
ARATION” AS DEVELOPED AND RECOMMENDED BY THE ASSOCIATION OF CINEMA LABORATORIES 





